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From left to right, Andrew McLaglen, Director, and James Arness, star and Associate Producer, look on as Mr. Southcott checks his camer 


“FOR WIDE RANGE AND VISUAL ACCURACY... 
GIVE ME DU PONT SUPERIOR’ 2 AND 4" 


Says Fleet Southcott, Director of Photography for the be translated visually for our audience. In striving for thiste 
top-rated CBS-TV show, “Gunsmoke” sult, I use Du Pont ‘Superior’ 2 and 4 with great satisfaction. 


“Camerawise,” reports Mr. Southcott, “ ‘Gunsmoke’ has “Superior” 2 and “Superior” 4 are just two of the fine 
everything: interiors...exteriors...close-ups...long shots. Du Pont films for every motion picture need. These films- 
It’s got terrific range, too—scenic as well as emotional. To and complete technical data on them—are available through 
keep our show tops, everything within this broad scope must the Du Pont Photo Products sales offices below. 


BETTER THINGS FOR BETTER LIVING ... THROUGH CHEMISTRY 


886. uv. 5. pat. OFF 


Atlanta 18, Ga., 1737 Ellsworth Dr. N. W.; Waltham 54, Mass., 45-4th Ave. (Boston); Chicago 46, IlI., 4560 Touhy Ave., Edgebrook Sta.; Cleveland 16, Ohie, 20575 Center Ridge Roat 
Dallas 7, Texas, 1628 Oak Lawn Ave.; Les Angeles 38, Calif., 7051 Santa Monica Bivd.; New York 11, N.Y., 248 W. 18th St.; Wynnewood, Pa., 308 E. Lancaster Ave. (Phila 
Export, Nemours Bidg., Wilmington 98, Del. In Canada: Du Pont of Canada Limited, Toronto 
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When your 16mm and 35mm black and white film process- 
ing requirements call for high speed and/or high volume, 
the Houston Fearless Model $120PN Rapid Spray Processor 
will do the job superbly well. High-impingement jet-spray 
application of the developing solution, fix and wash (as well 
as impingement drying) makes possible processing of posi- 
tive film at 150 f.p.m., negative film at 100 f.p.m. Complete 
cycle at top speed is only 5 minutes, dry to dry. 


Fully automatic operation plus highly accurate temperature 
controls (within *%°F) assure uniformly fine results. 
Solution reservoir (adjustable to 5 or 10 gal. capacity), per- 
mits alternating between neg. and pos. processing. The 
machine also features a direct, positive film drive, automatic 
film-tension control, efficient air squeegees and electric tach- 
ometer. Wax or silicone applicator and archival wash are 
optional. Stainless steel throughout. Write or phone for 
brochure and prices. 


HOUSTON 
FEARLESS 


DIVISION OF HOUSTON FEARLESS CORP 


See us in Booth 34 - S.P.I.E. - Los Angeles 


1960 


HOUSTON FEARLESS DIVISION 
11805 W. Olympic Bivd., Los Angeles 64, Calif. 


Send catalogs and prices on [) Rapid Spray Processor 


[} Other B&W Processors [} Color Processors 
[] Mix and Storage Tanks [} Air Units 
['] Camera Heads [] Tripods [} Dollies 
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UDGET SAVING 


PRODUCTION ITEMS 
USED THE WORLD OVER 


AURICON PRO-600 

AND SUPER 1200 
Auricon Pro-600 and Super 1200 Single 
system 16mm sound on film Cameras. 
Latest model Cine-Voice II sound cameras. 
TV Kinescope shutters, NEW and USED 
in stock. 


CAMART DUAL SOUND 
EDITOR — MODEL SB-111 
Lowest cost sound editing equipment. If 
you can't afford a Moviola you can afford 

a Camart Ducal Sound Editor. 
Viewer $195.00 
Zeiss Moviscop Viewer 89.50 


Special-Reader-Viewer 
Combination 269.50 


DIRECTOR | 
EE 
SOUND | SCENE | TAKE 


DATE -| 


CAMART SLATE 
& CLAPSTICK 


Large professional size for sound pro- 
ductions. Contains space for all essential 
information. This is the same slate that 
originally sold for $11.75. Now only 
$4.75 plus postage. 


THE CAMERA MART 


1845 Broadway (at 60th St.) N.Y. 23 
Plaza 7-6977 


Cable: Cameramart 
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CINEMATOGRAPHER James Wong Howe, ASC, checks the lighting on Capvu- 
cine, featured player in Columbia Pictures, “Song Without End—The Franz 
Liszt Story,” which Howe photographed almost entirely in location interiors 
in Vienna, Austria. 
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MITCHELL R-35 Reflex 


Hand Held or Tripod Mounted* 














Here for the first time is a 35mm reflex motion picture camera which combines streamlined light- 
weight design with the full range of professional features. Its superbly engineered design by Mitchell—the 


world’s leading source of professional motion picture cameras—assures a remarkable versatility in filming. 
OSeph 


andon Among the broad capabilities of the R-35 are: theatrical and television productions—on location and in 


the studio; underwater use; high speed instrumentation films; and both animation and stop-motion. 
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wand \ NEW 35MM PROFESSIONAL 
PORTABLE REFLEX CAMERA 








420 
. 42 
424 
427 


428 
430 


445 


390 
392 
396 





398 This camera produces steady, brilliant pictures through its use of dual registration pins and dual pull- 
down claws. A special series of Super Baltar matched F 2.0 lenses were specifically designed for the | 
R-35 by Bausch & Lomb. Variable opening disc shutter provides positive exposure control. By means 


of a simple adaptor the R-35 can be used with standard Mitchell 1000’ magazines for tripod mounting. 





These are but a few of the outstanding professional features that make the Mitchell R-35 a major cine- 





matic development. Send for the new R-35 Bulletin. _*Tripod adaptor and blimp available as accessories. 


MITCHELL CAMERA 

ate CORPORATION 
666 W. Harvard St., Glendale 4, Calif 

Cable Address: ‘‘Mitcamco”’ 


See the new Mitchell R-35 at the SPIE Convention in Los Angeles, Calif. 
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NEW 1960 DESIGNS 
FOR YOUR 
EDITING ROOMS 


CAMART EDITING TABLE 


— 





- 
Custom built all-welded steel construction, genuine 
formica top Built in ‘“‘light well’ with ” 
frosted plexiglass, cover drawer, electric 
bottom rack. Measures 24x30x60. $119. 


Other sizes to your specifications. Prices on request. 


CAMART TIGHTWIND ADAPTER 


Only 
bollbearing 
tightwind 


Eliminates 
cinching or 


abrasions 


Winds film 
evenly— 
NO 
SLIPPING 


Fitted to any 
16 or 35mm 
rewind 


$34.95 


NEW DESIGN 
FILM BIN 
WITH RACK 


Rectangular 
Construction 
Measures 30x24x12. 
Fits easily into 
corners 

Easy to view strips 
of film 


Hard vulcanized 

fiber with reinforced 
metal frame. 

Complete bin-rack, 
linen bag $45.25 


With easy to roll 
wheels $51.75 


FILM CLEANER MODEL D 
4 


Cleans, conditions, and lubricates film in one easy 
operation. Non-inflammable, eliminates waxing, ab- 
solutely safe. Ecco Applicator $33.00 


Ecco No. 1550 cleaning fluid, per gallon 9.00 
Ecco No. 2000 negative cleaning flvid, gal 6.50 


THE CAMERA MART 


1845 Broadway (at 60th St.) N. Y. 23 
PLAZA 7-6977 


Cable: Cameramart 











INDUSTRY 
NEWS 


News briefs of 
industry activities, 


products and progress 








Brighter Outlook For 
Film Production 

On the Hollywood scene, the future 
is brighter for cinematographers, cam- 
era crew members and other produc- 
tion technicians. Strike terminations 
last month resulted in optimistic plan- 
ning of future feature film productions, 
stepped-up activity in studios. 

In the realm of TV film production, 
next few months will see greatest pro- 
duction spurt ever. Despite strikes, 
the videofilm production outlay for 
next season is up about 18%. More 
than $200.000.000 worth of network 
and syndicated TV films are in work 
or about to be started. 

Meantime. the strikes in Hollywood 
appear to have given impetus to 
European film production. Early last 
than 80 feature films 
were said to be in production in three 
of Europe’s biggest film production 
France, and _ Italy. 
19 produc- 


month. more 


centers—Britain. 
Whereas there 
tions before the cameras in Hollywood. 


were but 


32 were shooting in Italy, 28 in France 
and 20 in England. 
* 

Ansco’s Fine-grained, Super- 
Speed B&W Film Now in 16mm 

Ansco, last month, began marketing 
in 16mm width, its fine-grain, super- 
black-and-white film, 
According to Ansco, 


speed Ansco 
Super Hypan. 
new film produces negatives of ex- 
ceptional fine grain with excellent 
definition and gradation when used 
in either normal or subnormal light- 
ing situations. The company recom- 
mends it for use in photo instru- 
mentation, high-speed cinematography 
studies, newsreel and sports photog- 
raphy, and time-lapse cinematography. 

Super Hypan is available with either 
single or double perforations. Its re- 
solving power is. rated high—80/90 
lines/mm. 

ASA speeds are 500 for daylight, 
100 for tungsten. Where developing 
times (forced processing) are ex- 
tended to about 2 times normal, flatly- 
lighted subjects with a short brightness 
range may be exposed at ASA indexes 
up to 1000 daylight and 800 tungsten. 


SMPTE Takes Over Research 
Council’s Test Film Program 

The motion picture test film pro. 
gram formerly conducted by th 
Motion Picture Research Council t 
Hollywood, is being taken over by the 
Society of Motion Picture and Tele 
vision Engineers, following dissolution 
of the Research Council. 

Latter’s test films will augment tes 
film program of the SMPTE, in exis 
tence many years. 

William F. Kelly, former head of 
the Research Council, will assist the 
SMPTE as a consultant in connection 
with the technical aspects of its now 
enlarged test film program. 

* 


F&B Workshop-Seminar in 
Animation Concluded 
Approximately one-hundred anima- 
tion artists and technicians represent 
ing 70 companies and _ organizations 
throughout the LU. 
ticipated in the animation work-shop 
seminar conducted in New York Cit 
June 12th to 15th, under the auspices 
Babb. manufacturers 
and distributors of 


S. and Canada par- 


of Florman & 
motion _ pictur 
equipment. 

The three day seminar, first of its 
kind ever held in the U. S., featured 
speakers prominent in various phases 
of the motion picture industry. Emest 
M. Pittaro. TV film production s 
pervisor at Dancer-Fitzgerald-Sample, 
discussed the basic techniques 

Continued on Page 446 


| 


Inc.. 


ARTHUR FLORMAN (Florman & Babb, Inc.) om 
gratulates Miss Mary Ellen Bute, Art Director © 
Ted Nemeth Studios, New York, on her presentation 
and moderation of penel discussion on ‘The Story: 
boord"’ at recent F&B Seminar. 
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Ansco 16mm Color Duplicating Film Type 238 
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TIME SAVERS 
ON PRODUCTIONS 


CAMART BABY DOLLY 


Only a four-wheel dolly will provide the 
balance and stability required for profes- 
sional production. Adjustable seat for cam- 
eraman; platform accomodates assistant. 


$425.00 


Dolly tracks available. 


ARRIFLEX 16 





16mm and 35mm cameras in stock for 
immediate delivery. Arriflex 35mm _ sound- 
proof blimps available. 400° magazines, 
synchronous motors, new and used. 


BARDWELL LIGHTS 


High power 
unit for black 
and white or 
color. 






Same lights the 
Hollywood _pro- 
fessional uses. 


$81.00 


SALE OR RENTALS 
OF ALL PRODUCTION EQUIPMENT 


Dollies, Arriflex, Auricon, Mit- 
Design and Repair Shop. 


Moviolas, 
chell Cameras, 


THE CAMERA MART 


1845 Broadway (at 60th St.), N.Y. 23 
Plaza 7-6977 


Cable: Cameramart 














WHAT'S NEW 


in equipment, accessories, services 






































AC Power Supply 


Cinekad Engineering Co., 763 10th 
Ave., New York 19, N. Y., announces 
a new combination DC Power Sup- 
ply and battery charger designed 
especially for use with Arriflex 16 
cameras. Unit is available in 2 sizes: 
The P8 provides 8-volts DC at 3 
amps. Net weight is under 4 lbs. 
The PS15 provides both 8 and 15 
volts DC. Features include voltmeter, 
pilot lamp and line switch. 





Color Processors 
11805 


Corp., 
Olympic Blvd., Los Angeles 64, an- 
nounces a new series of machines 
for processing Kodachrome or Movie- 
chrome motion picture film and slide- 


Houston-Fearless 


films. Six models include units for 
8/16mm, 35mm, and a duplex ma- 
chine that processes both simultane- 
ously. Operating speeds range from 
1500 to 3600 ft. per hr. for 8/16mm 
film; 300 to 1500 for 35mm. Price 
of 16/8mm and 35mm model is 
$28,450; duplex model, $37,850. 








Automatic Dissolver 


The Yolo Automatic Dissolve Aka 
tachment for Bolex cameras is now — 
available with provision for making 
fades in 25, 50 and 100 frame 











lengths. Different lengths or 
achieved through use of fade-length 
lever (arrow). All units now in use 
can also be modified at nominal 
cost to provide the multiple fades 
by Pellegrini-Piek, 1545 Lombard 
Street, San Francisco 23, Calif. 





Power Pack 


Photomart, 228 So. Franklin St. 
Tampa, Fla., announces a complete: 
ly self-contained power supply unit 
that provides 115-volts AC current 
for operation of the Auricon Cine: 
Voice. camera. Trade-named the 
Rubylite Power-Pac, unit weighs 6 
lbs. and comprises of charger and 
nickel cadmium lifetime battery. 
Unit will provide sufficient power f 
expose 30 rolls of film before re 
charging is required. 5 
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Use the Quiet Running AURICON 


IiGrmimm Sound-On-E*ilam Carmm era... 


NEVER DISTURB THE AUDIENCE WITH CAMERA NOISE! 
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les the scene above look familiar? You may be interested to know more about its significance relative to 
your sound recording needs. 


Here is Auricon Professional 16mm Motion Picture Sound Camera Equipment, operating right in the middle of 

n audience — actually within inches of the surrounding spectators! Yet, despite the complex precision 

nechanisms that are recording a full-color picture and every whispered word of the speaker on the rostrum, 
") not even a murmer of distracting camera noise is heard by the audience. This quiet, dependable recording of 
| limm Sound-On-Film Talking Pictures is the special engineering ‘‘magic’’ of Auricon! 


Except for the red signal lights glowing on the Auricon Sound Camera, the audience has no way of knowing 
that the Camera is running. In fact, even the click of the on-off switch has been muted! 


furicon Cameras are versatile and easy-to-handle because there is no bulky, sound-proof enclosure “blimp” 
such as all other 16mm cameras use when recording sound. 














St 

ste- Professional Producers and Cameramen choose Auricon to shoot pictures synchronized with Optical or : 
\ ip ff ’ . . “ue: ” . . = 

nit Magnetic “Double-System” recording equipment, or to record ‘‘Single-System” sound on the same film taking 

‘ent ne picture. Write us about your sound recording equipment needs today! 

ne- Al : , 

the ll Auricon Cameras are sold with a 30 day money-back guarantee. 

6 ‘tu must be satisfied! 

d iS WI WE 
- SOuUND-ON-FIE™ | 
ary. ‘ = “ = 
#8 BACH AURICON, Inc. CAMBERAS Ff! 
re- 880 

' 2 Romaine Street, Hollywood 38, California 

HOllywood 2-Oo231 
4ER CINE-VOICE I AURICON SUPER-1200 AURICON PRO-60( 
$998.50 & UP $5667.00 & UP $1871.00 & UP 





100 ft. Runs 2% min. 1200 ft. Runs 33 min. 600 ft. Runs 1642 min. 








THE AMERICAN SOCIETY OF 
CINEMATOGRAPHERS 


Is Proud to Announce the Publication of the 


A. §. C. 
PHOTOGRAPHIC 
MANUAL 


Comprising the greatest compilation of motion picture production data 


ever assembled between the covers of a single book: 


All of the SHOOTING DATA for the cameraman 
filming THEATRICAL, TELEVISION, INDUSTRIAL, 
MILITARY, EDUCATIONAL, and DOCUMENTARY 
MOTION PICTURES. 

WIDE-SCREEN PROCESSES; complete aperture 
and viewfinder dimensions for all aspect ratios 
for 65mm, 35mm and 16mm; squeezed and un- 
squeezed photography, single-and double-frame. 


Complete LENS ANGLE DATA for all lenses for 
all aspect ratios. 

Latest film THREADING DIAGRAMS for all cam- 
eras. 


DETAILED LISTING OF ALL MODERN PROFES- 
SIONAL CAMERAS: 55mm, 35mm, and 16mm. 


BLACK-AND-WHITE and COLOR FILM DATA, to- 
gether with ASA ratings, IDENTIFICATION, and 
INCIDENT LIGHT READINGS for same. 


UP-TO-DATE data on LENSES, FILTERS, EXPOS- 
URE and COLOR TEMPERATURE METERS. 


ILLUMINATION DATA for both Colortran type 
“boosted voltage” lighting and studio lights— 
together with foot candle, amperage and voltage 
tables and wiring diagrams. 


Data NEVER BEFORE PRINTED on: Panning 
Speeds, Optical Effects, Ultra High Speed, Under- 
water Cinematography, Make-Up, Shooting Back- 
ground Plates, Shooting Process Scenes, Shoot- 
ing Day-for-Night (color & B&W). 


Special Text on EXPOSURE, COLOR, ILLUMINA- 
TION, ARCTIC and TROPIC CINEMATOGRAPHY, 
INFRA-RED FILM, FILTERS, ETC. 


TABLES for compensating FILTER FACTORS, 
SHUTTER ANGLES, CAMERA SPEEDS. 


Many useful CAMERA, LENS, AND FILMING 
FORMULAS. 


Complete data for ULTRA CLOSE-UP CINEMA- 
TOGRAPHY with EXTENSION TUBES, and DI- 
OPTER LENSES. 


A.S.C. PHOTOGRAPHIC MANUAL 








PUBLICATION DATE: AUGUST 15TH P.O. Box 2230, Hollywood 28, Calif. 


Please reserve for me a copy of the ALL-NEW A.S.C. PHOTOGRAPHIC MANUAL. 
Payment of $7.50* is enclosed ecee Please ship C.O.D..... 


$7.50 PER COPY 


Nome 


Order Your Copy Today! Street & No. 


City Zone State 


*For orders mailed within California, please add 4% sales tax. 
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GENERAL 


FILM LABORATORIES 


1546 Argyle Avenue. Hollywood 28, California / HOllywood 2-6171 central division/ 106 West 14th St., Kansas City 5, Mo. /GRand 1-0044 
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PERFECT 
COMBINATION 


the 


Miller Fluid-Action 
Tripod Head Model ‘“‘D” 


and the 


Sensational New Miller 
Grooved Leg Ball 
Levelling Top Tripod 


This Miller Professional tripod is designed 
primarily for use with the Model ‘D" 
Miller Fluid Action Tripod Head. This 
tripod will accept other heads with %4” 
mounting threads. 


The Miller tripod is designed for utmost 
rigidity and service with minimum weight, 
features bali levelling top with spirit 
level, has 25-degree levelling movement. 
Mounting screw spring loaded. 


Positive automatic equalization with ezi- 
grip lock-wheel on both leg sections in- 
sures rigidity and prevents legwarp. Dou- 
ble, replaceable heavy-duty leg tips with 
hold down spur on each leg. 


"Vee" section sliding members of selected 
kiln dried white mountain ash. Dressed 
with silicone oils and lacquered for smooth 
telescoping action and long life. 


STANDARD MODEL 
Height, high spread: 6112.” 
Height, lo spread: 371” 
Weight: 11% Ibs. 


BABY MODEL 
Height, high spread: 40” 


Height, low spread: 26” 
Weight: 10 Ibs. 


MILLER PROFESSIONAL 
EQUIPMENT 


285 Melbourne Avenue Astoria, Oregon 








WALTER STRENGE'S 


QUESTIONS & ANSWERS 


Need advice on a picture making problem? Your questions are invited 
and will be answered by mail. Questions and answers considered of 
general interest will appear in this column each month. 





Would you recommend using a 

flatcell incident light meter ard 
translating the foot candle readings 
{/ stops, ignoring the effect on all 
lights except the key light? Or to set 
the intensity and then, after adding all 
kickers, back Ights and fill Ights, use 
the hemisphere light collector on the 
meter when taking a reading ?—H.A.H. 


4nswer: The limits of the ratio of key 
light to fill light are a prime considera- 
tion here, and this depends on the type 
of film being used—black-and-white or 
color, and whether the photography is 
for theatre screens or television. With- 
in the limits established by the film 
used the ratio may be modified at the 
will of the cameraman to establish 
mood. For example, a fast-moving com- 
edy type of action is generally shot 
with relatively high fill light—usually 
a ratio of 2 to 1 or 3 to 1. A tragic, 
dramatic action that might be en- 
hanced by deep shadows, etc., would 
call for a ratio of around 8 to 1. The 
intensities of the kicker and _back- 
lights relative to the key light are usu- 
ally established visually by the cine- 
matographer to suit the artistic needs 
of the respective scene. 


What zoom lens is presently avail- 
able for the 16mm Arriflex cam- 
era ?—J.C.O. 


Answer: Arriflex Corp. of America 
offers two models of the Pan Cinor 
zoom lens for this camera—the Model 
70 £/2.4 with a zoom range from 
17.5mm to 70mm, and the Model 100 
[/3.4 with a range of 25mm to 100mm. 
The first sells for $360.00; the latter 
for $410.00. The same company also 
supplies the Angenieux zoom lens hav- 
ing an aperture of f/2.2 at a range 
from 17.5mm to 70mm. Price of this 
lens is $400.00. These lenses are in 


the permanent Arri mount. 


When shooting on indoor sets, why 
does my color temperature meter 
vary in readings according to the dis- 
tance from lights te subject? If my 
lights are balanced for 3400° K, for 


instance, why should distance from the 


lights make such a considerable 
ence? 

Also, when shooting out of doors ip 
the shade, should the color tempe 
meter be pointed to the sky, iq 
direction of the camera? Ip 4 . 
say “point face of meter toward 
light source.”—K.C., 


Answer: A properly designed ande¢ 
structed color temperature meter 
indicate the correct CT of the P 
ing illumination at the subject posi 


regardless of the intensity of the light 


Outdoors, when subject is in sh 
and illuminated by skylight only, 
color temperature would normally 
measured by pointing the CT meter 
ward the sky, in the direction of 
camera. 


In soundstriping motion 

film, will a normal application 
iron oxide magnetic track give t 
sound results than a laminated t 
Should this be applied before or 
applying a protective coat to the film 
Also, if 16mm magnetic sound 
stored in a metal container, and 
on a metal spool, will this cause a 
of sound quality ?—J.6.V. 


Answer: There should be little or 
difference in the sound quality 
ered by either type track. The t 


material should be applied to the fila 
before the protective coating is applied 


We know of no instance where 
netic film or tracks have been 
versely affected by storage in me 
containers or reels. 


Q Please give information about, 


source of, cukaloris (“cookies) 
which I note are used extensively 
entertainment and TV motion pict 
I would like to use this lighting e 
on a small set 7’ x 9 in size. What 
would I need for this set and at 
distance should it be placed in 
of lamp to give the desired effect? 
L.H. 


Answer: Cukaloris panels can be p 
chased from Mole-Richardson 
pany, 937 No, Sycamore Ave., 


a 


wood 28, Calif. You will probably need 
two for the area described. Set - 


6 ft. in front of light source. 
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in the east... it’s 


MOVIELAB 


for 




















MOVIELAB FILM LABORATORIES 
MOVIELAB BUILDING, 619 W. 54th ST. 
NEW YORK 19, N.Y. JUDSON 6-0360 


nee 


ng e ron complete black and 





white facilities including cutting r rooms, storage rooms and the finest screening facilities in the east. 











Just Out! 


BRAND NEW 
90 PAGE 
BEHREND 
CATALOG 


* CAMERAS * LIGHTS 

* EDITING EQUIPMENT 

* SOUND EQUIPMENT 

* ANIMATION EQUIPMENT 


WRITE FOR YOUR 
COPY NOW! 


BEHREND 
CINE CORP. 


161 E. GRAND AVE. 
CHICAGO 11, ILL. 
Michigan 2-2281 












(Formerly Telev. Equip. Co.) 








PORTABLE MOVIE LIGHT 


® Smooth, even 3400° K light in wide-angle 
beam. No glaring hot spots. 


® Fits any camera. No tools needed, no 
holes to drill. 


® Long-life nickel-cadmium battery with built- 
in charger. Weighs only 5 Ibs. 


® Guaranteed one year. 


$199.50 


Complete With Battery 


Rubylite Converters run Auricon Cameras from 
same battery. Write for complete information. 


PHOTOMART 


228 SO. FRANKLIN ST. @ TAMPA 2, FLORIDA 
TELEPHONE: 2-1168 











PHOTOGRAPHIC 


ASSIGNMENTS 


WHAT THE INDUSTRY'S CAMERAMEN WERE SHOOTING LAST MONTH | 


By MARION HUTCHINS 





ALLIED ARTISTS 


Evcent Porro, “The Plunderers” with Jeff 
Hhandler and Dolores Hart. Joseph Pevney, 
dire« tor. 

AMERICAN NATIONAL 
Monroe Askins, “Sea Hunt” 
with Lloyd Bridges. 

CASCADE PICTURES 


Georct Forsey, ASC, Commercials 


(Ziv-TV) 


E.woop Brepe.tt, ASC, Commercials* 
Roy Seawkricut, Commercials* 


COLUMBIA STUDIOS 
Puitip Tannura, ASC, “Two Faces West” 
(Screen Gems) with Charles Bateman anil 
June Blair Don Gold, director. 


Burnett Gurrey, ASC, “Cry for Happy” 
(Wiliam Goetz Prod.) with Glenn Ford and 
Donald O'Connor. George Marshall, director. 


Oswatp Morris, “The Guns of Navarone™ 
(Color; Highroad Prod.; shooting in Greece) 
with Gregory Peck and David Niven. Alex- 
ander Mackendrick, director. 


Cuartes Lawton, Jr., ASC, “The Wackiest 
Ship in the Army” (C’Scope & Color; Fred 
Kohlmar Prods. shooting in Hawaii) with 
Jack Lemmon and Ricky Nelson. Richard 
Murphy, director. 


Joe MacDonatp, ASC, “Pepe” (George Sid- 
ney Int’l-Posa Prods.; CinemaScope & Color) 
with Cantinflas, Dan Dailey and Shirley 


Jones. George Sidney, producer-director. 
DESILU STUDIOS—Gower 


Rorert ve Grasse, ASC, “Jack Benny 
Show™* (Desilu Prods.) with Jack Benny. 
Norman Abbott, director. 


WALT DISNEY STUDIOS 


Ray Rennanan. ASC, “Daniel Boone™* 
with Dewey Martin and Eddy Waller. Lewis 
Foster, director. 


Epowarp Cotman, ASC, “The Absent-Minded 
Professor” with Fred MacMurray and Nancy 
Olson. Robert Stevenson, director. 


GENERAL SERVICE STUDIOS 


Hat Mour, ASC, Commercials* (Filmways, 
Inc.) 


Harotp Lipstewy, ASC, “Adventures of 
Ozzie & Harriet”* (Stage 5 Prods.) with 
Ozzie, Harriet, David and Rickey Nelson. 
Ozzie Nelson, director. 


GOLDWYN STUDIOS 


Mavurey Gertsman, ASC, “Police Dog Story” 
(Zenith Pictures: UA release) with James 
Brown and Merry Anders. Edw. L. Cahn, 
director: “No Place to Run” (Zenith Picts. 
for UA) with Joan Evans, Ron Foster. Edw. 
L. Cahn, director. 


Leon SHamroy, ASC, “Go North” (Cinema- 
Scope & DeLuxe color) with John Wayne 
and Stewart Granger. Henry Hathaway, di- 
rector. 





INDEPENDENT 


Cuartes Lance, Jr.. “The Facts of [jf 
(Panama-Frank Prods. for UA) with B, 
Hope and Luc ille Ball. Mel Frank, director. 


James Seetey, ASC. “Films for Defense” 
(RCA Motion Picture Prods.: NBC release 
shooting in Alaska, Greenland and US) 
Lowell Shaffer and Esko Townell, director 
Lionet Linpox, ASC, “A Matter of Convic. 
tion” (Contemporary Prods. for UA: shoot. 
ing in N.Y.) with Burt Lancaster and Dina 
Merrill. John Frankenheimer, director, 


Cart Guturie, ASC, “Five Minutes to Live” 


(Flower Film Prod.) with Johnny Cash anj 
Donald Woods. Bill Karn, director. 


Desmonp Dickinson, “Konga™ (AIP; Eas. 
man Color: shooting in London) with 
Michael Gough and Margo Johns, John Le. 


mont, director. 


Sam Leavitt. ASC, “Exodus” (Panavision § 
Color: Otto Preminger Prod.: U.A. release 
shooting in Israel) with Paul Newman and 
Eva Marie Saint. Otto Preminger, director. 
HasKeL_L Wexier, “Angel Baby” (Maden 
Prod.; Continental Distributing Co.) with 
George Hamilton and Mercedes McCam. 
bridge. Paul Wendkos, director. 
Frank Pianer, ASC, “King of Kings” (Tech- 
nicolor, Samuel Bronston Prods.; shooting 
in Spain) with Jeff Hunter and Robert Ryan. 
Nicholas Ray, director. 
KEYWEST STUDIOS 
Water Srrence, ASC, Series of religiow 
films (Family Films) Eddie Dew, director. 
METRO-GOLDWYN-MAYER 
Date Deverwan, “One Step Beyond” with 
John Newland. 
Wittiam Spencer, Commercials* 
Harotp Wertman. ASC, “Atlantis, The 
Lust Continent” (MetroColor; George Pal 
Prods.) with David Mioni and Joyce Taylor 
George Pal, director. 
Kit Carson, “Brothers Brannagan™* with 
Steve Dunne and Mark Roberts. 
JoserpH Ruttenserc, ASC “Butterfield § 
(Afton-Linebrook Prod.; shooting in N.¥.) 
with Elizabeth Taylor and Laurence Harvey. 
Daniel Mann, director. 
Mitton Krasner, ASC, “Go Naked in the 
World” (Arcola Prod.) with Gina Lalle 
brigida and Anthony Franciosa. Ranald Mac: 
Dougall, director. 
Joun Nicnoraus, “Rawhide"* (CBS-1) 
with Eric Fleming and Clint Eastwood. 
PARAMOUNT STUDIOS 
Wituas Sxyper, ASC, “Bonanza”* (NBC 
TV) with Michael Landon and Dan Blocker. 
Loyat Griccs, ASC, “G.I. Blues” ( Cole 
Hal Wallis Prod.) with Elvis Presley a 
Juliet Prowse. Norman Taurog, director. 
Continued On Next Pose 
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fhe Answer to Your Zoom & Telephoto Lens Tripod Problems 


SILICONE DAMPENED 











































NTH 
= HYDROFLU ' 4a BALL-LEVELING 
th Bi 
lirector. 
fense”* 
elease 
US) 
et AN N-C-E ORIGINAL 
Convie. 
Do IN TRIPOD STYLING 
r. 
| J AND PERFORMANCE 
. with 
wit! 
iad Larger Silicone Dampening Area Than 
me Any Tripod in Its Class and Price Range 
n and 
ctor. 
ladera pDesigned for professional cameramen. 
an pVelvety smooth, jerk-proof pan and tilt action, utilizing 
Tech the dampening effect of silicone. 
= pAluminum construction; weight 21 Ibs. 
)Silicone loaded—temperature range—130 + S5OO0F. 
3 Precision ball-bearings. Mounted on pan and tilt shaft 
for smooth action and alignment. 
- pPan 360°—Tilt 80°. 
}First tripod of its kind with ball-type leveling at bottom See See ieee icin ge i cael 
The tba ith oe — NO EXTRA CHARGE tive quick-finger comera lock—variable tension adjustment 
Pal . se with positive lock at . pan and tilt locks—spirit level—telescopic pan handle with 
ylor. Tripod base of seasoned V-type maple-wood legs with variable angle adjustment—right or left hand position. 
with self-aligning leg locks. 
ir )For all cameras 40 Ibs. or less. SPECIAL INTRODUCTORY PRICE $ 329 50 
LY.) COMPLETE WITH TRIPOD LEGS 
rvey 
the “HYDROFLUID” TRIPOD DESIGNED FOR GAOT THOR «.....-......-.---.-....:- $69.50 
llo- 
fa TV Vidicon—16Mitchell —Maurer—Camerette— HIGH HAT .............---------------2-2---- 29.50 
Arriflex 16/35—Auricon (Cine-Voice-600- 1200) CASE nn -n-nnennneesneeneeeeseen scence 22.00 
v) Cine Special—Eyemo—Filmo—Cineflex BOOT & POINT COVER .............. 12.50 
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Mode! 800 


sound 
readers 


Mode! 600 RL 
$195.00 


Single Sprocket 35mm 


Single Sprocket 16mm 









Model 700 





PRECISION’ FILM EDITING EQUIPMENT 


Precision Unitized Film Synchronizer 








Pat. Appd. For 


$95.00 


$95.00 


Model S$616-3 

Three sprocket 

. 16mm _ Synchro- 

Sprocket Assemblies nizer with 

16 or 35mm $32.50 ea, Spacer and Mag- 
netic head. 

$215.75 





Model 800RL 
$269.50 


optical a 


magnetic film 
and tape 
sound 


reader 


$198.50 


-fe].7.yge). ii 


@)-4-10),7-4el el. 
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TELEFILM 


AFTER 22 YEARS AT THE SAME LOCATION, 
IS STILL THE BEST ONE-STOP 
16MM MOTION PICTURE SERVICE OFFERING 
SPEED, QUALITY, AND DEPENDABILITY. 


TELEFILM 





[encornrporarteocno | 





6039 HOLLYWOOD BLVD., HOLLYWOOD 28, CALIF. 


A leading 16mm motion picture technical service 
since 1938 











PHOTOGRAPHIC ASSIGNMENTs 


Continued From Preceding Page 


Jean Bourcoin, “The Counterfeit Traitor ” 
(Technicolor; Perlberg-Seaton Prod - shoot 
ing in West Berlin) with William Holden 

: n 


and Lilli Palmer. George Seaton, director 


JosepH LaSuetre, ASC, “All in a Nigh 
Work” (Hal Wallis Prod.) with Dean 
le and Shirley MacLaine. Joseph Nation 
director. 


PARAMOUNT SUNSET STUDIOS 


Feet Soutucortt, “Gunsmoke”* with Jame 
Arness and Dennis Weaver. ; 


FRANK Puitiips, “Have Gun Will Travel 
with Warner Anderson and Tom Tully. 


REPUBLIC STUDIOS 
Ernest Laszio, ASC, “The Day of th 
Gun” (Brynaprod; shooting in Mexico) with 
Rock Hudson and Dorothy Malone, Rober 


Aldrich, director. 


Rosert Krasker, “Romanoff and Julie’ 
(Color; Payor Prod.; shooting in Italy) 
with Peter Ustinov and Sandra Dee. Peter 
Ustinov, director. 


Ernest Hatter, ASC, “Fear No More” 
(Scaramouche Prods.) with Jacques Ber. 
gerac and Mala Powers. Bernie Wiesen, 
director. 

Russet. Merry, ASC, “Midnight Lace’ 


(Color; Arwin Prods.) with Doris Day and 
Rex Harrison. David Miller, director, 


Curis CHauuis, “The Grass is Greener’ 
(Grandon Prods.; shooting in England) with 
Cary Grant and Deborah Kerr. Stanley 
Donen, director. 


Rosert Burks, ASC, “The Great Impostor” 
with Tony Curtis and Karl Malden, Robert 
Mulligan, director. 


Exvtis Carter, ASC, “Seven Ways From Sun- 
down” (color) with Audie Murphy and 
Barry Sullivan. George Sherman, director, 


Emmett Bercuouz, “Death Valley Days” 
(Filmaster Prods.) 


REVUE STUDIOS 
Joun Warren, ASC, “Alfred Hitchcock 
Presents’”* (Revue Prods.). 


Evtis Tuackery, ASC, “Coronado 9° 
(Revue Prods.): “Markham”* (Revue 
Prods.) with Ray Milland. 


Bens. Kurne, ASC, Commercials* (Revue 
Preds. ) 


Witutam) = Sickner, ASC, Commercials’ 
(Revue Prods.) 


Wittiram = Daniers, ASC, Commercials* 
(Revue Prods.) 
TWENTIETH CENTURY-FOX 
Wittiam Mettor, ASC, “The Big Gamble” 
(C’Scope & Color; Darryl Zanuck Prod.; 
sheoting in Europe) with Stephen Boyd and 
Juliette Greco. Richard Fleischer, director. 


Lucien Battarp, ASC, “Desire in the Dust” 
(API: (Scope: shooting in Baton Rouge) 
with Raymond Burr and Martha Hyer. 
William Claxton, producer-director, 


FLoyp Crossy, ASC, “Freckles” (API: 
C’Scope* Color) with Martin West a 
Carol Christensen: Andrew V. McLaclen, 
director; “Walk Tall” (C’Scope & DeLuxe 
Color; API Prods.; shooting at Big Bear) 
with William Parker and Joyce Meadows. 
Maury Dexter, director. 


Dante. Farr, ASC, “Let's Make Low! 
(C’Scope & Color) with Marilyn Monroe # 


Yves Montand. George Cukor, director. 
Continued On Page 446 
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CEC 











SAL 


*ceCo_ 


VOLTABLOC NICKEL-CADMIUM 
LITE-WEIGHT BATTERIES 


(ECO 35MM PROFESSIONAL FILM 
yIEWER WITH DOUBLE SYSTEM 
SOUND READER 





(ECO HI-SPEED EDITING TABLE a 8 a 8 a 8 be 


(in 16mm and 35mm models) CECO X-140 REMOTE CONTROL PAN 
AND TILT HEAD WITH “DIAL-A-STOP” 
SALES AND SERVICE OF THE 


WORLD'S FINEST PROFESSIONAL 


FILM MAKING 
EQUIPMENT 


—PLUS THE TECHNICAL GUIDANCE 
TO GET THE MOST OUT OF THEM 


PLUS on-time delivery—anywhere 


(ECO B-109 PROGRAMMING DEVICE 
(Intervalometer) 


CECO TR-8 PROFESSIONAL JUNIOR 
FRICTION HEAD TRIPOD 


GET 

ALL 

THE 
FACTS! 

CECO * 7 & FILTER ; SEND 

HOLDER ica” AND ¥ THIS 
(Cine Special illustrated) POSTAGE 

. . FREE 

SALES-SERVICE-RENTALS m CARD 


' 
{8O—Trodemark for Camera Equipment CO. o. TODAY! 
cs 












RANGERTONE SYNCHRONIZER 
(4," Synch. Playback Control) 







COOKE KINETAL AND 
SERIES IT LENSES 







TRAID PORTABLE HOT SPLICER 
{8mm-16mm and 16mm-35mm Models) 







KENYON GYROSCOPIC STABILIZER 







CECO C-3549 STOP MOTION MOTOR 
FOR ARRIFLEX 16MM CAMERA 






MACBETH QUANTA LOG 







FIRMSPLICE MAGNETIC FILM SPLICER ; In New York: 
(For 16mm and 35 mm) Camera Equipment Co., Inc. 
315 W. 43rd St., New York 36, N.Y. 








In Florida: 


Camera Equipment Co., Inc. of Florida 
FIRST CLASS 1335 East 10th Ave., Hialeah, Florida 
PERMIT No. 4236 
New York, N. Y. In Hollywood, California 
Sec. 34.9, P. L. & R. Call JACK PILL © POplar 3-8355 
partment with complete 


BUSINESS REPLY MAIL PLUS accllllle 
' consisting of a Machine 

: Shop with the latest 

‘ equipment; a Sound De 

test facilities; fully equit 





































POSTAGE WILL BE PAID BY 


NO POSTAGE STAMP NECESSARY IF MAILED IN THE UNITED STATES 

ped Camera, Lighting, £¢ 
iting and Projection De 
partments; and an 
neering and Design De 
partment second to none! 


CAMERA EQUIPMENT COMPANY, Inc. 
DEPT. 62, 315 WEST 43RD STREET 





NEW YORK 36, N. Y. 
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¢ modernizing /’ £ % 


What leads veteran film producers to “retool” with ARRIFLEX, as 
their assignments become more and more challenging? 


The answer has been spelled out with persuasive certainty over Arri’s 
young, dynamic history —in terms of rugged precision, versatility, and 
money-saving advantages. 

Hundreds of industrial and theatrical film producers use ARRIFLEX 
16mm and 35mm cameras exclusively. In many cases, Arri equipment 
was first tried experimentally... then swiftly took over the lion’s share 
of production filming. 

Have you ever handled an Arriflex? You can get to know its exceptional 
features by writing to us for detailed literature ...or to arrange a dem- 
onstration through one of our franchised dealers. 


 ARRIFLEX CORPORATION OF ‘an | 


So. 


257 PARK AVE. SOUTH *« NEW YORK 10, N. Y. 


Without obligation, I would like: 
(1) LITERATURE 
CL) DEMONSTRATION 


(1 on ARRIFLEX 16 
CL) on ARRIFLEX 35 


tr NRE FLEX Pavel -1-10)-7:- sale), me) ae -¥. 1 4 -i1e7:\ 
257 PARK AVENUE SOUTH, NEW YORK 10, N. Y. 





UNADVERTISED 
THESE LOW, 








$.0.5. REMOVES THE GUESS—BUY THESE 
CLEARLY DESCRIBED BARGAINS SAFELY 
Many came from eur rental inventory or 
U.S. Gov't surplus. Unless otherwise 
indicated, everything is in serviceable con- 
dition, guaranteed exactly as represented. 


Needs 





Write, Wire, or Phene Your 





@ CAMERAS, 35MM 


Mitchell NC Head, stripped, needs con- 
ES ae $ 595.00 
Mitchell single lens mount; 115V Sync 


metor (16 f.p.s.) counter................ 495.00 
B&H 2709 with dissolve, pilot pin 

movement, $3500 value.................. 1250.00 

Same with prismatic shuftle.......... 1750.00 
DeVry with lens, spring motor............ 99.50 
DeVry with lens, single frame............ 139.50 
Cunningham, portable; pilot pins; 

110V motor; 200’ mag.; case........ 295.00 
Wall Movietone Camera; 4 lenses; 

2-400’ mags; 12V motor; Mitchell 

type finder; dovetail base........ inane 895.00 


@ CAMERAS, 16MM 


Cine Special | w/Pan Cinor 60 lens.....$ 349.50 
Cine Special 1! w/200' chamber, 2 


lenses and case................... isiiasaiaai 595.00 
Auricon Pro-200. Less sound................ 295.00 
Maurer modified 05, syncmotor; 400’ 

magazine; 4-lens turret.................... 995.00 


Maurer 05 w/finder; 400’ mag; sync- 
motor; mattebox, case. $5600 value 1995.00 
B&H Specialist w/rackover; 400’ mag 
Syncmotor; Mitchell type finder; pos. 


finder, cases. $1800 value............ 695.00 
Bolex Supreme, octameter, less lens... 149.50 
Bolex Converted 400’ mag; rackover; 

telescopic finder; 110V wild motor. 

SES SE 449.50 
B&H 70 w/400' mag,.; 3 Cooke lenses, 

GR, UM WEED evnceccccvevnccccecscnes 495.00 


Arriflex 16 w/3 Xenon lenses; matte- 
a 1350.00 


@ CAMERA ACCESSORIES 


Mitchell Aerial Vertical viewfinder 5x7 
groundglass; 10” f4.5 B&l lens. 


Worth far more in parts................ $ 19.95 
Moterized Dolly w/revolving head; 7’ 

boom height; 2 seats; hihat; brack- 

ets for 6 lites. Cost $4000............ 795.00 
Mitchell Std. 2000’ big magazines... 169.50 
Arriflex 35mm 200’ mags, converted; 

NN I cccnsiscieiseeiniiewiapsiiranitenncinsinn 49.50 
Cine Special 100’ chambers............. 125.00 


Cineflex 35mm 200’ magazines. (Con- 
en 6.95 
Triped Triangles, prevent slipp'ng 


0 14.95 
Collapsible Tripod Triangles with re 
down clamps. EE 24.50 
Balowstar 11.” fi3 lens, Cine Speccial 
a Dk ene 39.50 
Photo Research Spectra Meters with 
filters; sphere; case. 2 Color............ 129.50 
a 169.50 


SPECIALS 


INCLUDED 


Duraluminum Blimp, sponge-lined for 
1200’ Maurer or other cameras with 


vertical motor............. 
Hi-Hat for Jr, Tripods. 
Ceco Cine Special Blimp, syncmotor.... 


nes 


Mitchell type heavy-duty Tripods; %, 


or Std. 


(takes Mitchell, Houston- 

Fearless or Ceco TV Freehead). New 
Filmo Shiftover Alignment Gauges........ 
Eyemo Lens, Ilex, 2.9; (35mm focus) 
Pan Cinor 60's f2.8. Orig. $447.50... 


H.F. Cartop Platforms. Hold 800 Ibs. 


4’x5’ non-skid top and removable 


ladder. $220 value 


149.50 


@ CAMERA MOTORS AND 
ELECTRICAL EQUIPMENT 


Mitchell SS Motors, 24V. List $600...$ 99.50 


Cine Special 12V 


variable with 
tachometer. $350 value 

Cine Special 110V AC sync. $150 val. 

Mitchell NC 24V w/tach, $525 val. 


235.00 


Mitchell 110V AC/DC Wild Motor with 


tachometer. $525 value 
B&H 2709, 12V governor controlled... 
Cineflex (Cameraflex) DC 12V and 24V 


295.00 
149.50 
49.50 


Fearless 110V DC Interlock for Mitchell 


SINNED ssnsnnicatenisniniestinn 


99.50 


Westinghouse 110V DC Interlock, B&H 


Mount 1200/1400 RPM 


220/110 or 


Mitchell 220V 3ph Interlock Motors.... 
DC to AC Converters. 


69.50 


195.00 
195.00 


U.S. Navy Std. 
115/110, 

capacity. Weatherproof, starter........ 
Ampro Projector Syncmotor, Cinekad.... 


1.25KVA 
99.50 
119.50 


@ RECORDING EQUIPMENT 


Westrex 35mm Optical Recorders, out- 


right purchase............ 
Westrex 35mm Dubbers, 
interlock motors. $1500 value........ 
Westrex Disc Lathe Recorders, 
nay $4566 ............. 


shistininpiideiiicanmaal $ 995.00 
220V_ 3ph 
295.00 
origi- 
enainiipbetebentei Stina 295.00 


MR Mike Boom and 3 wheel tricycle 


Perambulator. 


Incomplete................ 


RCA Photophone 35mm Optical Record 


ing Heads; 1000’ mag., 
No license required 


less motor. 
Ser 1995.00 


RCA Photophone 35mm _ Fantasound 
film phonograph w/Selsyn motors. 


Originally $6500 


895.00 


Hallen 16mm Sync Magnetic Recorder, 
25A w/playback amplifier, speaker. 


$1500 value ............. 


495.00 


Kinevox 17'%mm Sync Magnetic Re- 


corder, $1800 value 


695.00 


Reeves 16mm Magicorder PV100, port- 


able. Built in oscillator, 
tion, 2 pos. mixer, 


$4500 value... 


equaliza- 
995.00 


Gaumont-Kalee Fiutter Meter, insures 


perfect recording. Orig. $1500........ 
DeVry 35mm _ Soundheads 
cell, optical system, 


495.00 
w/photo 


exciter lamp 


and gears. Good for film phonos or 


sound readers. Worth $200............ 


DeVry 35mm Soundheads less optics.... 9.95 


IN THIS 


LOW PRICES IN EFFECT UNTIL SEPT. 


@ CUTTING ROOM SUPPLE: 


Moviola 4-gang 35mm Synchronizers.$ 9g ismm Moviole 
Neumade 35mm 3-gang Meas, Unit... 
Neumade Synchromaster 16mm single 47 
Neumade 16mm Showtimer. $132 val. 
Neumade 16mm Measuring Machines 
Single $39.50; ......... Dual 
Craig 16mm Viewers. $49.50 value... 1: 
Neumade 35mm 2-gang Measuring 
Machine, foetage & frame counters 294 


Duplex 35mm Step Printer, pilot pin 


registration ........ 


Cinecolor Double Head ‘35mm “Step 
Printer with automatic lite change 
& timing device. Orig. $12,000. 
B&H 35/16mm Picture Red. Printer 
w/400W lamp, blower cooled and 
variable speed motor. 

















































































.O.S ANNUAL BRC 


Tahe Your Pick from Our $250,000 Stock! 


LIMITED QUANTITIES ... MANY ONE OF A KIND . 


@ MO’ 





nile Previe 
ond 16mm ; 
on Sound 


HUNDREDS ' 1250 = 
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\ 
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1 ST, ] x $3,000 valu 
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Fonda 35mm 2-gang Synchronizer, MAK 
skip frame 2 or 3 to 1. For optical | these Clo 
er special effects... at ae 

Neumade 35mm 1-geng ‘Synchoasliie. K | MINI 

Neumade 35mm 1-gang Meas. Mach. 2) feelin 


New E-Z Jr. 8/16mm_ non-magnetic 
film Splicers. $19.95 reduced te... sf @ LABC 
B&H 35mm Hand Splicers, $25.00 val. ¢ 7.” 
Griswold 35mm Splicers R-2.............. 18 \émm $39 
New Formica Top Editing Tables 60” (1 35mn 
with recessed light. $110 value... . 94 inon Elec 
China Marking eran brown, ', ing Machi 
price. Per dozen.. \E ment and 
16mm _ Fibre Film Siege ro Rebuilt .... 
Dozen lots. New. (doric Heat 
400’ 800’ 1200’ 1600° 2mm |? 90. line 
1 reel ....$1.10....$1.25....$1.50....$1.75..s20qm ult in Fen 
2 reel .... 1.20... 1.55... 1.65... 1.95... 1 poll 
3 reel ... 1.35... 1.75.... 1.80... 2.10.. 14 12000 me 
4 reel... 1.50... 2.25... 2.05... 2.35... Uh He 
Add 15c¢ for handling. Prices F.0.B. Holy@% \4/35mm 
Shipping Cases, metal, for 10-16mm neg./pos, | 
400’ reels ............... - sinless ta 
Reels, 35mm, 2000’ unin sail 4 \a thy 
Reels, 35mm, 2000’ spring type .. 9M 
Reels, 35mm, 2000° exchange type : 
@ MOTION PICTURE PRINTER e 
SPECIAL 
Depue 35mm Contact Printer, sound 
& picture. $4,500 value..............$ 1,79! lensol Hot F 
RCA Reduction Printer, soundtrack holder, ho! 
IW eecncceeeeeensene he = 
B&H 35mm Printer, step contact, pilot ps Rage 
pin spreaders, semi - automatic de ’ 
light change. $4,000 value.......... NE S50 A 
Debrie 35mm Sound & Picture Printer nogarine; 
Matipo model w/light changer. ome with 
$8,000 value. As is.. 595! Coesar-Saltzn 
Acme Dual Head 35mm Step Printer, netorized 
Cinecolor. Original cost $14,000. 2,995! fon mot 
Depue Optical Reduction Soundtrack Worth 5 | 
Printer 35/16mm. Syncmotor and himation St 
generator. $7,500 value........-.---- 1,995 Movement 
Duplex 16mm Automatic Step Printer. Cost $10, ¢ 
Two positive printing machines on Wd- Animast 
one pedestal. 2-40 Scene avto- " pantog 
matic lite change controls. Orig- wwhox 
inal cost $5,000. As is.........------- 29% demonstra 





7950 





2,490 


Rebuilt ---- 2,995: 





Al 


EDS ( 
-,. 
, 19 
PPLigs 


rs..$ 9% 
LM 


NTE 


1,7950 


3,795: 
995. 


$95.0 


2,995. 


1,9958 


@ MOVIOLAS & EDITING 


MACHINES 


yoviola Previe 
and 16mm Sound 
Hoviola Sound Preview 35mm _ UD- 


pcs, 8”x10” large picture. 
$2,250 POIIO...........-ccececessseecessnsee 
jcniola 35mm Viewers w/stands, 
s'x6%4" _— picture, motorized, 
$1,500 value..........---------------0--0-- 
hieley 35mm Viewer, sound and 
amposite 5”x7” aerial image. 


$3,000 value, closeout 1/6 cost... 
35mm Moviolas with 3” magnified 
picture, automatic takeups 
Dorens of good 35mm Sound Movi- 
ols starting at 
15mm Moviola C with 3” picture, no 
ams, Close out 
iniola Preview 35mm _ composite 
sound/picture (6"x8%2") w/sep- 
gate sound & counter. $3,000 


value ---.--------- : . 
fieo motorized 16mm Picture View- 
with footswitch. $250 value... 


w 16mm Composite 
ia laa $ 1,495.00 


1,295.00 


295.00 


495.00 
189.00 
395.00 


69.50 


495.00 


79.50 





MAKE YOUR CHOICE EARLY! 


| These Closeouts Won't Be Here Long! 


MINIMUM ORDER $5.00 





@ LABORATORY EQUIPMENT 


jwvator Cleaning Machines CL- 


Eee $ 


(l-1 35mm : 
tsiman Electric 35mm Film Wax- 
ing Machine with heating ele- 
ment and motor. $1,500 value. 


10 gal. lined insulated water tank. 
wilt in Fenwal thermostat ........ : 
kt Reeves Sensitester, 16/35mm, 
comb. Densitometer & Sensitometer 
$2,000 value 
lommoth Houston Color Processor, 
16/35mm Ansco/Ek tachrome, 
neg./pos, up to 1200’ per hr. 16 
sinless tanks, one fiberglass lined. 
2° + temperature control. Re- 
tinvlation, airpump, 7 squeegees. 
$35,000 val. Rebuilt like new.... 


149.50 
99.50 


795.00 


79.50 


995.00 


11,995.00 
@ ANIMATION and 


PECIAL EFFECTS EQUIPMENT 


lensol Hot Press with largest type- 


holder, hot plate. $870 value ....$ 


16mm Animation Camera, 
4mm lens counter; 400’ mag.; 
tssolve; stopmotion motor. $4500 
| ase 
Ki 35mm Animation Cameras; 400’ 
magazine; dissolve. $3,500 value 
fame with thru-lens focussing... 


(ser-Saltzman Animation Stand, 
notorized & hand zoom; stopmo- 
lon motor; forward; reverse. 


Worth 5 times our price ............ 
bination Stand 13’, heavy base. 4 
movements, extra large platen. 
Cost $10,000. As is. Plus crating... 
*-Animastand, sliding celboard 
“pantograph extension; shad- 
whox platen. $4,000 value. 
demonstrator savibcacetinionienicnnieiins 


295.00 


2,495.00 


1,250.00 
1,750.00 


1,495.00 


495.00 


2,995.00 


“The Department Store of the Motion Picture Industry” 


RGAIN SALE ©?! 


@ FILM PROCESSING EQUIPMENT 


16/35mm 
variable 


Filmline Bridgamatic 
neg/pos. processor, 


drive compressor. $2,300 value..$ 1,395.00 


Labmaster 16mm 
reversal, 2 magazines, like new 
Filmline Bridgamatic Jr. 16mm 
neg/pos. processor; variable 
speed transmission; reconditioned. 
$1,700 value 
Houston 16/35mm Color Processor. 
Magnificent stainless steel beauty 
worth $35.000. Rebuilt................ 
Houston 16/35mm neg/pos. Proces- 
sor, w/refrigeration; recirculation; 
airpump; stainless construction; 
temperature control; 1,200’ per 
hr. Gov't paid $10,000. Rebuil: .... 
Houston K-3 Processor. 16mm _ neg, 
pos/reversal, w/refrigerat.on; 
temperature controls; _recircula- 
tion; air pump stainless steel...... 
Houston - Fearless 16mm_ daylight 
loading magazines for all HF 
processors. $300 value................ 
Houston Rubber Squeegees, sofi, 
pliable wiper blades for 16 or 
35mm _processor/cleaners. New, 
per dozen, $1.50; Per 100 
Stineman 16/35mm Developing Out- 
fits. 200’ in case, complete with 
loading device. $200 value. New 
Stineman Drying Racks, 200’ 35mm 
capacity (usable for 16mm) $25 
value _.... cciiciaeecaeiea iceland 
Chemical Mixing Tank, stainless 
steel, cap. 110 gals., mounted on 
angle iron stand. $163 value...... 


Houston-Fearless 


3,995.00 


995.00 


11,995.00 


2,995.00 


2,995.00 


79.50 


9.00 


96.95 


119.50 


@ LIGHTING EQUIPMENT 


Northlite Indirect Reflectors, less 
stands. 2000W, $99.50; 5000W,..$ 
Broads on stands, Single 


PIII: -thecahenssontnns 
BM type Spots on stands. Capco 
made, rebuilt. 1000W, $49.50; 
ED | stisiininineiiciamiennnnenaheasininiaanabe 
MR Cast & Kliegl SOOOW Srs. 
w/stands ............. ee cee eeaaad 
Used Bulbs. 750 / 2000 / 5000 / 
10,000W. 75% off list. 
Mole-Richardson 120 amp. Molarc 


(Type 90) on pedestal with grid; 
cables. $1,278 value.......... vasasedioben 
MR Twin-Arc Broad on heavy stand 
with ballast, 35/40 amps ............ 
48” Silver Reflectors on rolling 
stands. $200 value...................... 
Wood Utility Tripods, hold lites, cam- 
UR: CR I ices nse 
GE Lamps, all new: 1000W 120 Ci3 
Mogul Screw. Regularly $7.90 .... 
1000W G48 C13 Mog. Bipost .... 
Extension & Power Cords 25’ w/half 
plug or box 
3000W Power Unit; voltmeter; Var- 
iac; fused circuit breakers; heavy 
cables; 6 double plugboxes; 4 
std. outlets. 220/110V on dolly. 
$1,000 value 
Portable Gas Power Plant. 60 amps, 
120V, automatic voltage, frequen- 
cy controls. On 2 wheel trailer. 
RS IIR 6 siccnarcnnccicntiediceovacneins 
720/900 Amp. DC Generator; 100 
HP motor 220/440V; 7 1/2HP start- 
ing motor; panel; 50’ cable 3 wire 
4-0. $6,000 value 


U.S. CINEMA SUPPLY CORP. 


124.50 
39.50 
59.50 
89.50 


149.50 


595.00 
39.50 
49.50 

1.95 


2.95 
5.95 


12.95 


169.50 


995.00 


2,495.00 


The Department Store of the Motion Picture Industry Since 1926 


602 WEST 52nd ST., NEW YORK 19, N.Y. 
Phone: Plaza 7-0440 


SWESTERN BRANCH—6331 Hollywood Boulevard, Hollywood 28, California—Telephone: HOllywood 7-2124 












WIRE OR PHONE FOR 
INFORMATION 

DON'T WAIT UNTIL YOU'RE LEFT BEHIND 
Many items only one of a kind... 
Take advantage of these greatest 
bargains in studio history. 


WRITE, 










































































@ PROJECTORS, BACKGROUND 
SCREENING and PREVIEW 


Super, EZ Simplex 35mm _ proj. 
mechs. 
Simplex XL 35mm projector mechs. 
Di... saiteinisieranincinmnbuiaanianieineineanatniiaamiebions 
Simplex SP 35mm Projectors; 2000’ 
mag., 1000W lamp; lens; ampli- 
fier speaker 
Theatre Chairs for screening rooms, 
used and rebuilt (Send for Chair 
List) from 
Background Arc 
movies or slides; 


Projector, 35mm 
120 amp. arc- 
lamp; _ rheostat; | Cost 
$15,000 to build, unassembled, 
ek Gi. DE ice scecesiicccticiccens 
Filmcraft 35mm Movie Background 
Process Outfit. Write for details 
$15,000 value 
Weber Syncro-Dynamic 35mm Sound 
Projectors. Heavy pedestal, 3000’ 
mags, built-in soundhead. Less 
lens and lamphouse. Orig. 
$1,500. New, closeout ................ 
Simplex Acme 35mm Arc Sound Pro- 
jector, amplifier & speaker, less 
pedestals 
Holmes 35mm _ Sound Projectors, 
2,000 mags, lens, built-in sound- 
head, 1,000W lamphouse ............ 
Preview Interlock Projector, DeVry, 
1,000W lamp, runs picture and 
sound simultaneously 
B&H Filmoarc 16mm Sound Pro- 
jectors, hi-intensity arclamp, lens, 
pedestal, 30A rectifier, 50W amp- 
lifier, 2 speakers, $2,000 value 
Soundheads, 35mm Westrex, RCA, 
OF I I snceiisnckitcecscmnetindecue 
GPL PA-100A 16mm TV Sound Pro- 
jector syncmotor; lens; preamp; 
pedestal 3,600’ reel. $2,500 value 
Simplex Projector Mechanisms.......... 
Hi-Intensity Arcs w/rectifiers ............ 





495.00 


1,995.00 


295.00 


295.00 


195.00 


995.00 


975.00 


59.50 


1,395 00 
99.50 
195.00 


@ MISCELLANEOUS 


Spirit Levels, anodized finish, 
mounting flange 
Veeder Root 3 digit reset counters, 
ratchet type, $15. value 
Three Digit non - reset 
1/10th’s, additive and 
Se =e 
Webster Ekotape 207 Recorder, 
$300. value. Like new ................ 
Selectroside 3000 Slide Projector 
w/built-in Screen and Case $525. 
SII ni Coicciacinespocebenielschatbaneaneneuitcendads 


Counters, 
subtrac- 














THESE BARGAIN PRICES IN EFFECT 
UNTIL SEPT. 1, 1960 


MINIMUM_ORDER $5.00 
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HOLLYWOOD News and pictures of 


the ASC, its members and 


BULLETIN BOARD industry personalities. 








PHIL LATHROP (right), newest member of the ASC, was formally 
introduced to his brother members by President Lee Garme; 
at the ASC's May dinner-meeting. Lathrop is currently shooting 


"Pgh _ /, ae the “Mr. Lucky" TV film series at MGM Studios. 
x too se ox 

Ly ~ : ~ 

# . 
WALTER STRENGE (right), Past-president of the ASC, was honored with a testimonial ASC members witnessed filmed dem. 
dinner by the Society at its clubhouse in Hollywocd, May 23rd. Among speakers strations at its June meeting of East. 
ho | t ; ; . 6, , : ; 

who lauded Strenge's accomplishments during his 2-year tenure as President was man Kodak’s recently introduced ultra- 


Hal Mohr, (left), Afterward, Arthur Miller, in behalf of the Society, presented ‘ . ‘ 
Strenge with a gold money clip as a memento of his outstanding service. fast Ektachrome ER color films. The 
presentation was conducted by Kodak's 


John Waner. : 





Members of the ASC, last month. 


mourned the loss of two of its veteran 





: a S >1: . - 
me mbe rs — Sol olito and Edward amamcan socaTr 
Cron jacer. Polito : : oe OF CINEMATOGRAPHERS 


died of a heart at- ietteccntead a 
uO. FOUNDED January 8, 1919, the ASC 
tack at his home ‘ was established to advance the art and 
May 23rd. He had : the science of cinematography ; to en- 
a , courage, foster, and strive for preemi- 
been in retirement Hy nence, excellence, artistic perfection and 
‘ scientific knowledge in all matters per- 
taining to cinematography; to bring inte 
, closest confederation those leaders in the 
bile accident. For 734 cinematographic science whose achieve- 
nts i at field entitle them to mem- 
— » the 0 vears ments in that field 

Emery Huse, who for more than 30 re than 10 years, : bership in the Society; and to promote 
Eastman Kodak’s Polito was one of Sol Polito the interests of all who shall be called 
to membership in the ASC, that such 
. : : , membership may become a mark of honor 

film producers and laboratories in the His last assignment was “Anna Lu- cn Gdinstion teneh en mit. 


Hollywood area, retired June 30th. He casta” for Columbia in 1949, e 
was succeeded as manager of the West 
Coast division of Kodak’s motion pic- 
ture film department by Norwood L. 
Simmons, former assistant manager of 


for several years, fol- 
Emery Huse Or. N. Simmons lowing an automo- 


years has headed 
technical services to motion picture Warner Bros, ace cinematographers. 


Cronjager died June 15th, following OFFICERS 
a long illness. : He Lee Garmes, President 
joined the ASC in Hal Rosson, Ist Vice-president 
2° . ‘illie aniels, 2nd Vice-president 
= 933 ; ™ William Daniels, 2nd Vice-pr 
the division. | and until re Joseph Biroc, 3rd Vice-president 
Huse, an Associate Member of the cent years he was a Walter Strenge, Treasurer 
ASC, is widely known for his many cameraman at 20th , Charles Clarke, Secretary 
ie ; , : ' . \ Victor Milner, Sergeant-at-arms 
contributions toward improved and Century-Fox. More 
more uniform technical quality of Hol- . recently he had pho- 
lywood films. For many years his name ©. tographed films for Arthur Edeson, Daniel Fapp, George Fol- 


zy: r . 2y > he > . i Ray 
an : — : “ Ziv-TV. His last as- sey, Burnett Guffe y, Sol Halprin, 
has appeared on the masthead of s last as Rennahan, John Seitz, and Philip Tax 


American Cinematographer as Tech- Edw. Cronjager signment was “The nura. 
nical Editor. Threat” for Warner Bros. 
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py PRODUCTION 
RENTAL NEEDS! 


® LIGHTING . ARCS .INCANDESCENT 
@ MOBILE GENERATORS 

® TRANSFORMERS 

© CAMERAS ..CRANES. .DOLLIES 
© CAMERA CARS 

® TECHNICAL CONSULTANTS 


Frost will handle your production needs 
from conference room to film can. Studios... 
Transportation ... Unit Managers... Talent 

.. Crews... Locations ...Make-up...and 
Script Personnel. Our expanded facilities 
are yours for the asking. 


U\ 7 


CANADA 
UNITED | STATES 


NO BORDER PROBLEMS 






/ 



























Duplicate production facilities 
for your convenience 










Canadian Office: 
6 Shawbridge, Toronto, Ont. 
Belmont 2-1145 








Faster Service Because We |fe"" 


NCO Wa: CS a 


MAIN OFFICE: CANADIAN OFFICE: HOLLYWOOD OFFICE: 
234 Piquette TRinity 3-8030 6 Shawbridge BElmont 2-1145 4224 Teesdale POplar 2-8296 
DETROIT 2, MICHIGAN TORONTO, ONTARIO N. HOLLYWOOD, CALIFORNIA 
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THE NEW LOWEL /, = 


IS GOING 
PLACES— 


where other 
lights can’t go 


LLS, WINDOWS, BEAMS 


Attaches quickly, 

simply, safely to wood, 
plaster, brick, metal, tile, 
etc. with Lowel-Light 
Gaffer-Tape. 


Offers the finest 
universal swivel, heat 
insulated finger grips, 
high temperature cord 

and socket, sturdy 
aluminum construction. 


TAPES ONTO WA 





New notch-and-chain 
device clamps instantly 
to hundreds of objects. 

5 Lowel-Lights and 

Gaffer-Tape fit 
neatly into a fibre 
Carry-case smaller 
than a lunch box. 


T 
so compact-IT FITS IN YOUR POCKE 


1 unit with Gaffer-Tape . . . $6.95 

5 wait kit with fibre carry-case . . . $29.95 

15 yds. Gaffer-Tape 2” wide . . . $1.95 
LOWEL-LIGHT PHOTO ENGINEERING, DEPT. C 
421 WEST 54th STREET, NEW YORK 19, N.Y. 











Specialized 
LIGHTING 


EQUIPMENT 


for 
PICTURE, 
and 


TELEVISION STUDIOS 


MOTION STILL 


Write for A Copy of Our 


1960 Catalog H on Your Letterhead 


Mole-Jichardson bo. 


937 NORTH SYCAMORE AVENUE 





| THE MAN ON THE COVER 








James Wong 


THE SERIOUS MIEN displayed by Di- 
rector of Photography James Wong 
Howe, ASC, on our cover this month 
typifies the earnest attention he gave 
to photographing every scene for Col- 
umbia_ Pictures’ CinemaScope-and- 
color production, “Song Without End 
—The Franz Liszt Story.” 

In the cover photograph, Howe is 
checking the lighting on Capucine, a 
featured player in the production and 
one of France’s best-known models. 

Howe, one of the most colorful 
cinematographers in Hollywood, is an 
Academy Award winner for the pho- 
tography of “The Rose Tattoo,” and 
he subsequently received considerable 
acclaim and an Academy Nomination 
Certificate for his photography of “The 
Old Man And The Sea.” 

Howe’s assignment to photograph 
“Song Without End” posed something 
new for him in location shooting. The 
site selected by the producers for the 
major portion of location filming was 
Vienna. It probably marked the first 
time in history that a Hollywood com- 
pany had traveled more than 6,000 
miles, not to film a single exterior, but 
to shoot just interiors — interiors in 
Vienna’s famed concert halls, opera 
houses, palaces and cathedrals. The lat- 
ter part of the location shooting was 
done at the Weimar Theatre in Bay- 
reuth and the Cuvillier Theatre in 
Munich, Germany. 


Howe, ASC 


In Vienna Howe filmed the opening 
scenes in the fabled Schonbrun Palace 
former summer residence of Emperor 
Franz Josef and the place where the 
son of Napoleon lived and died. 

There was plenty of room to shoot. 
Howe says, adding that there are 144) 
rooms and 139 kitchens in the Palace. 

Howe found a wonderful outlet for 
his penchant for mood lighting in color 
when it came time to shoot scenes 
within the Schloss Theatre, one of the 
finest gems of baroque architecture jp 
all Europe. 

But not all of Howe’s pictorial com. 
positions were architectural. Most 
scenes were lavishly decorated with 
people, too. Five hundred extras were 
used for the huge concert scenes, 

For Jimmy Howe, the serious job of 
photographing the picture had its 
lighter moments, too. He likes to recall 
how Austrian officials were responsible 
for holding up shooting one day when 
they discovered the producer, with 
Hollywood’s Production Code in mind, 
had ordered plastic fig leaves mounted 
on the undraped figures of a statuary 
group, before which an_ important 
scene was to be played. However, the 
shocked Ministry of Statues would 
have no part of the “censorship” and 
ordered the fig leaves removed, stating 
“We will allow no one to change the 
face of history!” 
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CINEMATOGRAPHER James Wong Howe checks a camera setup for a scene to be filmed in one 
of the many location interiors in Vienna, for Columbia Pictures’ “Song Without End—Story of 
Franz Liszt.” 


HOLLYWOOD 38, CALIF 











AMERICAN CINEMATOGRAPHER 









and friend to 


thousands of cameramen 
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alace, ll tripods have one thing in common— 
Peror ihey rest on three legs. But there the 
© the Bs» comparison ends. 


sh jecause PRO JUNIOR towers like the 
srr Empire State Building over ordinary tripods. 
‘alace,  pecause PRO JUNIOR is the world’s most 


et for convenient tripod with the world’s 
color fnest features, including: 


cenes 
of the Simplified camera attaching method. = 
ire in Adjusting telescoping pan handle with adjustable Detachable head — 
angle. interchangeable 
Sockets for left, right or reverse tilt. on baby tripod 
Com- + Special pan tension adjusting knob, independent of and Hi Hat 
Most pan lock. Telescoping 
with Cast in tie-down eyelets. pan handle 
» Self-adjusting double leg locking knobs. 
were » DEAL FOR MOTION PICTURE AND TV VIDICON 


CAMERAS. 


And still the price is unchanged, which makes 
PRO JUNIOR the world’s best tripod value. 
Pros go for PRO JUNIOR. See it today. 

$150.00 


vb of 

its 
ecall 
sible 
hen 
with 
ind, 
ated 















CECO Professional Jr. Hi-Hat 


An adapter for extremely low- 
mount setups; also used for title 
stands and permanent mount- 
ings. Handles either friction or 
geared-drive tripod heads. $22.00 












FRANK C. ZUCKER 


(ramera EQuipment ©..,INc. 


PROFESSIONAL JUNIOR*—product of experience 










WA 315 West 43rd St, New York 36, N.Y. JUdson 6-1420 











Simplified 
geared camera 
attaching method 
knob easily accessible 














Adjustable 
pan handle 





Tilt lock 




















Interchangeable 








> 9 7 and adjustable angle 
r; n handle location, 
~~ J or right hand 
‘6 \ and reverse 









Pan lock 








(F Ls 7 pew Pan tension brake 






















Cast in 
tie down 
eyelets 






| 


Self aligning 
double leg 
lock knobs 






















CECO Professional Jr. PROFESSIONAL JR. 
Adjustable Wooden Baby Tripod Geared Head 
Accepts all Pro Jr. Tripod Used on Professional Jr. standard 
Heads. Has substantial shoe and tripod. Crank handles control 
spur. Measures 26” extended pan and tilt action. 
from floor to flange, 18” col- $175.00 Head only. 
lapsed. Weight 7 lbs. $75.00 $225.00 Complete with tripod. 








* Reg. U.S. Pat. Off. 2318910 


































































































One of the most unusual offers ever made by 
Hollywood Camera Co., this Acme animation unit 
is a complete system ready to go to work for you, 
It is priced at a fraction of original cost, and at 
less than half of any comparable stand. At this low 
price you can add your own animation to low bud. 
get films, and you will find the stand will pay for 
itself over a very short period of time. 


This Acme animation system is capable of hand- 
ling a wide variety of animation work, special 
effects, titles and film strips. Developed for high- 
speed production, all movements are accomplished 
with hand and foot controls from the operating 
position. This model incorporates motorized vertical 
drive, vacuum pressure platen and a separate 
electrical control panel. 


An Acme animation camera with four 400 foot 
magazines and stop-motion motor is_ included. 
The background projector, a must for special effects 
work, is also equipped with a stop-motion motor, 
and is controlled from the main panel. 


Other features include camera mount with full 
drift compensation, wide range of movements, 
back lighting, and fully adjustable platen. 


The base is a single heavy duty casting to pro- 
vide the utmost in stability, and freedom from 
vibration. All switches, controls, scales and cables 
are included. Lenses not included. 


3 { Made to highest precision standards, the Acme 
stand is designed for the professional who requires 


the ultimate in an animation stand, yet is priced 


A $ 2? 5 P 0 0 0 V A L U E by Hollywood Camera Co. to be practical for even 


the smallest studio. 


ALSO AVAILABLE Other animation stands are also available from 
Separate Acme Cameras, Motors, $1250.00 and up. 
Magazines, Lenses, Background 
Projectors, etc. 









HOLLYWOOD CAMERA CO. FEATURES A HUGE STOCK OF CAMERAS, ACCES- 
SORIES, LIGHTS AND PROCESSING EQUIPMENT FOR THE PROFESSIONAL CINE- 
MATOGRAPHER. WRITE FOR YOUR COPY OF OUR LATEST CATALOG. 


































Some materials are All equipment is guaran- 
from former U.S. teed to be as adver- 


P tised. Check with order 
Gov't stocks. . 
as new oF “a ae HOLLYWOOD CAMERA C0 "posi ‘balance on 
as new or , 
reconditioned is used. + delivery. Purchase 


All prices f.o.b. our orders welcomed from 
warehouse. 





















D&B rated firms 
Minimum order $5.00 





10611 CHANDLER BLVD., DEPT. A-760 NORTH HOLLYWOOD, CALIF. 











































MITCHELL CAMERAS 


COMPLETE 35mm 
HI-SPEED OUTFIT 


Based on the proven design of the Mitchell ‘‘Standard,"’ 
the Hi-Speed operates at speeds from 1 to 128 frames 
per second. Perfect results are attained at all interme- 
diate speeds. Unequalled for slow motion photography. 
Design is identical to the “‘Standard,"’ except that ball 
bearings and only high quality metal gears are used. 


1979"... 


With 4 lenses, mattebox, viewfinder, motor, two 400 ft. 
magazines, two 1000 ft. magazines, and set of carrying 
cases. List Value $8150.00! Our price, only $2950.00. 














MITCHELL CAMERAS 





MITCHELL Single Lens Camera, 
head and motor. ..... icebecatodls ..$1295.00 


MITCHELL SINGLE SYSTEM with RCA galvan- 
ometer and complete RCA sound recording 


system. Reconditioned and guaranteed 
EB TRI ivccscivenistcciccceescees es SPS 


MITCHELL STANDARD with 6 lenses, mattebox, 
viewfinder, motor, four 1000 ft. magazines and set 
of carrying cases. List $8650.00 SPECIAL $2995.00 











MITCHELL ACCESSORIES MOTOR—12 volt d.c. with tachometer -.... 
MOTOR—24 volt d.c. with tachometer -.... 

1” #2.3 Bausch & Lomb Baltar .... 130.00 MOTOR—110 volt synch. 
2” 2.3 Bausch & Lomb Baltar Sinise 135.00 for 16mm camera 
3” £2.3 Bausch & Lomb Baltar -............ 140.00 BNC INTERLOCK MOTOR—110 or 220 volt . 
6” 2.3 Bausch & Lomb Baltar .... 190.00 SINGLE SYSTEM MOTOR—12 or 24 volt d.c. 
16mm MAGAZINES—400 ft. capacity -....... 89.00 FILTER HOLDERS—12, with case. New 
35mm MAGAZINES—400 ft. capacity ........ 59.95 BNC SELSYN remote follow-focus control . 
35mm MAGAZINES—1000 ft. capacity 99.50 VARIABLE DIFFUSER, New .|....................... 
35mm MAGAZINES—2000 ft. capacity ...... 169.50 
35mm TRIPOD LEGS, Standard, new ........ 139.50 RABY STUDIO BLIMP 
35mm TRIPOD LEGS, Standard, used -....... 99.50 
35mm TRIPOD LEGS, Baby, new inca. For Mitchell “NC”, ‘‘Stand- LIST PRICE 
35mm TRIPOD LEGS, Baby, used ................ 38.50 ard” or “Hi-Speed"’ cameras IS 
FRICTION HEAD, Standard ........................ 295.00 with motor. Spring - actuated, $1500.00! 
WORRALL GEARED HEAD—New. ................ 1450.00 counter-balanced. Follow focus SPECIAL 
STANDARD FINDER with insert mattes 179.50 control, Built-in magnifier and 
STANDARD FINDER with adjustable mattes .. 225.00 pilot light. $395" 
MOTOR—110 volt, ‘‘wild’’ 
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All equipment is guaranteed to be 


in top serviceable condition. HOLLYWOOD CAMERA C0. 


No worn out “studio antiques” 














are ever offered by Hollycam. 





10611 Chandler Bid., North Hollyood, Calif., POplar 6-5578 









































CINEMATOGRAPHER Burnett Guffey casts appraising eye toward sun 
before giving the ‘‘okay" signal to his camera crew waiting to shoot 














scene for Allied Artists’ ‘Hell To Eternity'’ on location in Okinowo. 
Here, constantly varying light was a problem. 


Multiple Cameras Cut Shooting Time Of ‘Hell To Eternity” 


Burnett Guffey, ASC, used two or more cameras to record principal 


action scenes for story of Saipan invasion, filmed in Okinawa. 


WHEN I LEARNED THAT Allied Artists 
intended to shoot most of “Hell to 
Eternity” on Okinawa, I decided to 
photograph a personal documentary 
film of the company and the Marines 
at work, using my 16mm equipment. 
It struck me that “behind-the-camera”™ 
activity would provide interesting ma- 
terial for an amateur film. Producer 
Irving H. Levin was kind enough to 
allow me to photograph the unit at 
work during the 30 days spent on Oki- 
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By GEORGE J. 


Major, USARYIS/IX Corps, Dkinawa. 


nawa. The result of my labors is an 
800-foot Kodachrome film with mag- 
netic sound showing the picturization 
of some of the most impressive battle 
scenes ever put on film. 

“Hell to Eternity.” produced by 
Irving H. Levin, is the true story of 
Marine Sergeant Guy Gabaldon who 
persuaded over 1,000 Japanese soldiers 
to surrender during the battle for Sai- 
pan in 1944. Producer Levin assembled 
an outstanding cast to tell Gabaldon’s 


MITCHELL 


story. Jeffrey Hunter. rising young 
star, was selected to play Gabaldon. Old 
time silent star Sessue Hayakawa por 
trays Lt. Gen. Matsui, commander of 
the Japanese forces on Saipan. His wile. 
Tsuru Aoki, making her first American 
film in 35 years, plays Gabaldons 
Japanese foster mother. Mrs. Hayakawa 
was also an important Hollywood star 
of the silent era whose popularity ri 
valed her husband's. Also 
prominent in the cast are Vic Damone, 


famous 
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David Janssen, Joan O’Brien, Miiko 
Taka, Richard Eyer, John Larch, Bill 
Williams, Richard Gardner and Nicky 
Blair. , 
To direct the photography, Levin 
chose Burnett Guffey, ASC, who won 
an Academy Award in 1954 for the 
photography of the sim ilarly-titled 
“From Here To Eternity. 

The first scenes photographed on the 
Okinawa location were made at the 
Army’s Ishikawa Recreation Beach, re- 
dressed to serve as a camp in Hawaii. 
But after two days of near perfect 
weather, the company moved to Kin- 
waki beach to film the massive amphib- 
ious invasions scenes. 

One afternoon at Kin-waki I watched 
Director of Photography Guffey pre- 
paring to photograph Marines storming 
ashore from landing craft and engaging 
the Japanese defenders in fierce fight- 
ing. It was a difficult and complicated 
scene to make. Great care had to be 
taken to make certain that the explo- 
sive charges, flame throwers and me- 
chanical devices used to produce the 
simulated artillery fire were set off on 
proper cue. Guffey had carefully lined 
up three Mitchell NC cameras at stra- 
tegic points to catch the action from 
several different angles. One camera 
was placed on the beach and two others 
were located inside a huge amphibious 
tractor. The front ramp of the amphib 
was lowered so these cameras could 
effectively cover the set. 

The cameras were ready. Guffey and 
his crew waited patiently’ for the Ma- 
rine explosive experts, working in con- 
junction with the film company’s special 
eflects team, to complete their work. 
Suddenly and with unpredictable swift- 
ness, heavy tides came in from the Phil- 
ippine Sea and almost washed away 
one of the cameras. Waves dashed 
against the sides of the amphibious 
tractor, wallowing partially in the surf. 
and drenched the two cameras and 
their crews inside. All of the camera 
positions had to be moved. 

“That's the story of my life,” Guffey 

said to me when I remarked on his bad 
luck, “We had a good set-up but in this 
business you have to be ready for the 
unexpected.” 
A was late afternoon and the sun- 
light was fading fast. Time was of the 
essence. It would have been expensive 
and time consuming to postpone the 
‘eene until the following day. 

But Burnett Guffey has been dealing 
with similar crises during the many 
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ON RUGGED ISLAND location, a single camera is used to film Japanese 
surrender scene. Behind Mitchell camera is operator Andy Mcintyre 
and assistant Jack Deerson. 

























FORK LIFT, mounted on truck served as improvised camera crane. Note Pan-Cinor 
zoom lens mounted on camera at right. Crew is standing by while cinematographer 
Guffey and directory Karlson review script. 


TWO MITCHELL cameras are used to simultaneously film closeup and medium 
shots of dramatic battle scene for “Hell to Eternity.” 












BECAUSE SUN played hide-and-seek almost constantly on the Okinawa locations, cinematographer 
Burnett Guffey maintained a vigilant check on light intensities, using a Norwood incident light meter. 


years he has been behind motion pic- 
ture cameras. Within minutes he quick- 
ly, skillfully and with authority born of 
years of experience, selected new set- 
ups, lined up each camera for composi- 
tion, checked lighting and exposure 
and was ready to roll when Director 
Karlson called for “Action!” 

In front of Guffey’s cameras, the 
Marines slowly waded ashore amidst 
tremendous artillery explosions and the 
chatter of machine guns and crack of 
rifles. For many of us on the sidelines 
who were combat veterans of World 
War II and the Korean War, it was a 
bit too realistic for comfort. Karlson 
was calmly directing the make-believe 
carnage from the turret of an armored 
amphibious tractor in much the same 
manner as a combat commander. When 
he finally said “Print that one!”, the 
sun had almost disappeared behind 
the nearby Ishikawa mountains. At 
Assistant Director Clark Palow’s com- 
mand, “dead” Marines and Japanese 
soldiers slowly rose from the beach in 
the eerie light of the gathering dusk. 
Guffey tilted back his ten-gallon cow- 
boy hat and smiled, satisfied. Another 
important scene was “in the can.” 

When I visited the set the next day, 
the beach looked as if a real invasion 
had taken place. Shell holes, shattered 


414 


palm logs, bits of barbed wire and 
pieces of military equipment were lit- 
tered about. Hundreds of Marines to- 
gether with their heavy trucks, tanks 
and equipment milled around. In the 
middle of this apparent confusion Guf- 
fey was calmly making ready for the 
next series of scenes. These were to 
show the Marines slowly advancing 
over the beach against bitter Japanese 
resistance capturing a series of pill box- 
es located on the bluff. It was to take 
Director Karlson’s film unit nearly 
three days to achieve this objective 
possibly longer than it had taken the 
Marines in the real-life battle of Saipan. 
But, of course, although the results 
looked as realistic as the actuality, it 
was much safer for everyone concerned. 
To photograph these scenes with 
more dramatic effectiveness, Guffey em- 
ployed multiple cameras. As many as 
three Mitchells were sometimes used to 
photograph different fields of action 
simultaneously in the same scene. For 
example two cameras, each employing 
different focal length lenses, would 
cover the advancing Marines as they 
craw led across the fire-swept beach, 
using shell holes and debris for cover. 
A third camera, mounting either a 
telephoto or a Som Berthiot “zoom” 
lens, would be trained on the objective 


the Marines were attacking. This tech, 
nique enabled Director Karlson to se. 
cure a number of various angles of the 
same scene in one continuous take. 
Moreover, it created a greater sense of 
realism. 

In addition to the three Mitchel] NC 
cameras, a 35mm Arriflex was fre. 
quently employed as a hand camera tp 
capture close-in “vignettes” and syb. 
jectively photograph bits of action. Sap 
reflectors plus 1OK and 20K incandes. 
cent lamps augmented the sometimes 
illusive Okinawa sun, which often 
frustrated the camera crew by alter. 
nating from extremely bright to very 
dull. But as a general rule, the weather 
was excellent—almost made to order 
for the daily call sheets. 

All of the camera equipment was 
brought from Hollywood. This included 
three Mitchell NC cameras and one 
Arriflex. Barneys were mainly used 
for camera silencing; however, a Raby 
blimp was on hand and used when 
camera noise had to be kept at a mini- 
mum. Although some grip equipment 
was shipped out from Hollywood, 
“Chuck” Hanawalt and his grips made 
most of their equipment after the com- 
pany reached Okinawa. Lighting equip- 
ment was rented from Japan, but Gaffer 
Dave Curtis brought along his own 
diffusers. The Marines furnished and 
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USING A BOLEX H-16 camera with full complene 
of the pr 


de the ba 


of lenses, the author photographed much 
duction action from behind or alongsi > 
Mitchell cameras for a personal documentary film ° 
a movie company in action on location. 
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There’s a lot that goes on behind the scenes 
that never shows on the screen. . . important RENTALS SALES SERVICE 
things, that require the very best in equip- Send for a schedule of rental rates 
ment. That’s why producers who “‘get things 
done’”’ call Charles Ross . . . They choose from 
one of the largest inventories of lighting and 
grip equipment in the east — anything from a 
sleek, powerful DC Generator Truck to a Baby 
Spot. There’s service too! The kind of service 
that, within minutes after your order is 
received, has the equipment on its way to your 
location. You'll find it’s great doing business " = ya onnre gnrnr 
with Charles Ross. ess oe. 


Lighting the Motion Picture Industry Since 1921 
INC. 333 West 52nd Street, New York City, Circle 6-5470 , 


JULY ¢ 1960 





BECAUSE FLAME COLOR is a vital factor 
in motion pictures of jet craft takeoffs, 
missile blastoffs, etc., the new ER color 
film is ideally suited for producing pic- 
tures where all colors in scene must reg- 
ister with maximum fidelity. 


New, Fast Color Films Meet Jet-Age Needs 


films do promise a major breakthrough for research, scien- 
tific and record purposes. Color definition has proved to be 


film designed for quality color highly reliable—a vital factor in research motion picture 
photography of rockets, missiles, and plane testing. 


results with low-level illumination. For instance, in motion picture studies of rockets, jets, 
and missile takeoffs, the flame color is of vital significance. 


Tests show that ER film can record a high-flying missile 
By DR. NORWOOD SIMMONS or jet against blue sky with exceptional clarity, whereas the 
ike ear } same objects would be difficult to spot when shot with black- 

Western Division Manager, Motion Picture Film Department, d shite fil 
Eastman Kodak Company, Hollywood, Calif. anc-w ate m. ; 
Both in 16mm and 35mm, Ektachrome ER color film is 
easy to use, requiring no supplementary lighting for inm- 
plant movies. Ordinary operating lights give entirely satis 


Recently-introduced Ektachrome Reversal 


latitu 
iness. 


TWo NEW HIGH-SPEED color films now available from East- 
man Kodak Company are adding a new dimension of 
usefulness to motion pictures in the vital fields of industrial 
testing and experimentation—particularly in the produc- 
tion of rockets, intercontinental ballistics missiles, and jet 
and turbojet aircraft. 

Among cinematographers, these camera films are re- 
ferred to simply as “ER”—for Ektachrome Reversal. There 
are two—Daylight and Type B—and both are available in 
70mm, 35mm and 16mm widths. A third and companion 
film is Ektachrome Reversal Print Film Type 5386, which 
takes the same developing process as the camera films, and 
may be used for rapid production of prints from camera 


originals. 

g CROSS-s 
Processe. 
Ektachro. 








While general commercial use o ; is skely 
. alk f these films is unlike ly. CHARTS SHOW sensitivity characteristics of Eostamn Ektachrome FR 
except perhaps for newsreel color photography, the ER film, daylight type (top) and tungsten type (bottom). 
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factory results with the indoors type 
§lm. This meant that in-plant movies 
for reports, records, or employee train- 
ing purposes can be made under actual 


working conditions. 

Ektachrome ER film, Type 5257 
(35mm) and Type 7257 (16mm), is 
designed for use under daylight con- 
ditions. It is intended for situations 
where the light level is very low or for 
high-speed photography applications 
when sufficient exposure cannot be ob- 
tained with slower speed color rever- 
sal films. 

For daylight, the exposure index is 
160. With a shutter speed of about 
1/50 of a second (24 frames per sec- 
ond) the basic exposure is 14 foot- 
candles at £/1.4. 

Ektachrome ER film, Type 5258 
(35mm) and Type 7258 (16mm), is a 
high-speed camera material for use 
under difficult tungsten lighting con- 
ditions, where sufficient exposure can- 
not be obtained with slower speed color 
reversal films. It can be used to make 
in-plant movies without supplementary 
lighting. The new film also finds im- 
portant application in photography of 
night-time sporting events and for 
newsreel or television purposes. 

Under tungsten light, the exposure 
index of the film is 125 and is equiva- 
lent to 18 foot-candles—f/1.4 at 1/50th 
of a second. Under daylight conditions, 
with a Kodak Wratten 85B filter over 
the lens, the exposure index is 80. 

The effective speeds of both films 
can be doubled by increasing the time 
of development in the first developer. 
The gain in speed is accompanied by a 
sight loss in maximum density and 
latitude and a slight increase in grain- 
iness, 
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CROSS-SECTION DIAGRAM of raw stock (left) and 
Processed stock (right) of the new Eastman Kodak 
Ektachrome Reversal color film. 
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CLIPS, slightly enlarged, of 16mm film processed for TV transmission 
by the ‘‘Fszol reversal method.” 


THE "FSZOL PROCESS" 


A two-solution, 27-minute reversal process 


for 16mm television films. 


By ARTHUR L. FSZOL 


Film Director, KIVA-TV, Yuma, Arizona 


THat O_p Bromip—E—“Necessity is the mother of invention”—is just as 
true today as when these words first were written. Indeed, in the Armed 
Forces, we were constantly confronted with inventive opportunities, which, 
in the vernacular of the Army, were known as “field expedients.” We 
did not know at the time that such experiences would stand us in good 
stead later in civilian life. 

As a combination film director, cameraman, producer, etc., at station 
KIVA-TV, Yuma, Arizona, I’ve encountered some hectic moments in the 
course of getting film processed and put on the air. A limited budget for 
our photographic department coupled with a minimum of time available 
for darkroom duties, led to working out what I have come to call the 
“Fszol Process”—a two-solution method of processing 16mm reversal film 
wtih optical sound in 27 minutes or less. 

This short-cut method of processing is not offered as a substitute for 
professional processing; it does not and cannot match in quality the 
results obtained with costly processing machinery and the professional: film 
developing standards that have been established in the industry. But ‘it 
does give satisfactory results for TV news films and commercials, and it is 
ideally suited to the requirements of the small TV station camerman or 
film producer, or the field engineer with limited equipment, budget and 
time. 

Prior to introducing this process, we found that electronic polarity 
reversal of negative film for TV news films, had never proved successful. 
Also, putting our films through a complete reversal process, using portable 

Continued On Page 444 
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Everywhere in the world... 
because it’s on film! 


Yes, film is everywhere —everywhere there are people! And 
because it is everywhere, and so many millions see it, making 
it right in technic is both a privilege and a responsibility. That, 
in brief, is the philosophy of the Eastman Technical Service 
for Motion Picture Film—a service highly regarded by all who 
call upon it. 

Branches are located at strategic centers. Inquiries invited. 

Motion Picture Film Department 


EASTMAN KODAK COMPANY 
Rochester 4, N.Y. 


East Coast Division Midwest Division West Coast Division 
342 Madison Avenue 130 East Randolph Drive 6706 Santa Monica Blvd. 
New York 17, N.Y. Chicago 1, Ill. Hollywood 38, Calif. 





For the purchase of film: 
W. J. German, Inc. 


Agents for the sale and distribution of Eastman Professional 
Motion Picture Films, Fort Lee, N.J.; Chicago, Ill.; Hollywood, Calif. 
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SACRIFICIAL ALTAR is typical of the many massive sets constructed QUARRY SET, originally built as an exterior, was tarped over and 


by 20th Century-Fox for “The Story Of Ruth.” illuminated with set lamps for better lighting control. and 
true, 
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King 
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Filming “The Story Of Ruth’ ‘a 
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In lighting and photographing this biblical story in CinemaScope and 


mand 


color, cinematographer Arthur Arling borrowed ideas for pictorial , 


composition from the canvases of old master painters. i 
white 
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“THe Story or Ruta,” produced by 20th Century-Fox costumes are most ornate, and Arling employed a lush 
in Cinemascope and Eastman Color, is a Biblical film which style of photography to point up their lavish character. aa 
does not boast a chariot race, a sea battle or a bacchanalian The second phase of the story unfolds in Judea—at that the 
orgy. It is, despite its lavish scope, an essentially inti- time an impoverished, agrarian nation whence Ruth flees Flde 
mate, highly dramatic story of human _passions—love, in filial devotion to her mother-in-law, Naomi. In sharp 
faith, greed, jealousy and fear. In photographing this contrast to the elaborate Moab sequences the settings, 0s 
visually handsome production, Director of Photography tumes and photography of the Judean scenes concentrale 
Arthur Arling, ASC, skillfully used light and camera to on a simplicity that is handled most effectively. 

create heightened dramatic values for the enhancement of Arling was assigned to the production while the search 
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the film’s powerful themes, was going on to find an actress to portray the title role. 

The period of the story—roughly 1250 B.C.—had never He shot many tests of various actresses, none of whom 
before been pictured on the screen. From the photographic seemed to have precisely the qualities to personify Ruth. 
standpoint a great challenge was presented by the fact Finally he filmed a test of a strikingly beautiful young 
the story explores two entirely different facets of life in Israeli actress, Elana Eden, who had to learn her dialogue 
that era. The initial phase of the action takes place in phonetically because she did not speak English. Arling. 
Moab, a rich and powerful kingdom where Ruth grows who has filmed the Who’s Who of Glamorville during his 
up to become a novitiate priestess in the service of the many years in the industry, found Miss Eden to be “the 
blood-thirsty god Chemosh. The Moabite settings and most photogenic—the most camera-proof face I’ve ever 
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hotographed.” Needless to say, she got the role. = 
Norman Corwin’s script generally follows the familiar 
jines of the much-loved Bible story of Ruth, filling in many 
details only suggested in the rather sparse Biblical narra- 
‘ive. Ruth is first seen as a five-year-old child sold to the 
priests of Moab by her father in order that he might feed 
his other children. She grows up as a beautifully-feath- 
ored bird in the gilded cage of the Temple where she is 
rained as a priestess in the rites of Chemosh. The king 
gniles with favor upon her, desiring her as his consort, 
and her future seems secured. However, she meets and 
falls in love with a young Judean gold artisan, a man of 
great physical strength but gentle disposition who tells 
her of the just and compassionate god of Israel. 

Her faith in her own blood-hungry diety is so shaken 
that when, atop the pyramid in the Square of Chemosh, 
che is asked to officiate at the sacrifice of a living child, 
che refuses to do so and flees in horror. In penalty for 
destroying the faith of a Moabite priestess, her lover is 
sentenced to a life of hard labor in the royal quarry. She 
helps him escape, and he is critically wounded, Ruth 
marries him just before he dies and she then elects to 
«9 to Judea with her mother-in-law. There she is shunned 
and abused as a foreigner until, having proved herself 
true, she is accepted in the community and marries Boaz, 
starting a line of geneology which ultimately produces 
King David and Jesus Christ. 

Photographing the Moabite sequences offered several 
imposing challenges. The magnificent sets by Lyle Wheeler 
(holder of 29 Academy Award nominations and four 
Oscars) and Franz Bachelin (Academy nomination for 
“Journey to the Center of the Earth”) were richly deco- 
rated with gold leaf, a material difficult to photograph 
realistically because i: tends to go dull and change color. 
Arling lighted these sets so that the gold glittered and 
slowed, lending the sets the aura of richness they de- 
manded. He was similarly successful in giving full pic- 
torial value to the elaborate costumes of priestesses and 
oficials—designed by distinguished Italian costumer Nino 
Novarese in the “snake” colors of black, bright hard green. 
white and gold. 

The Sacrarium interior set of the Moabite Temple. built 
on the studio’s Stage 10, was so adroitly designed that. 
by means of a variation of wild walls and partitions, re- 
painting, re-decorating and re-hanging of furnishings, it 
was progressively converted into eight other sets: the Moab 
king’s quarters, High Priest Hedah’s apartment, High 
Priestess Eleilat’s rooms, Ruth’s quarters, the Temple chil- 
dren’s schoolroom, the novitiate priestesses’ courtyard 
the sacrificial child’s room and the Bethlehem Council of 
Elders’ Tribunal. Arling varied his lighting and camera 
angles so imaginatively that the multiple use of the basic 
‘ingle set resulted in a tremendous production economy) 
while at the same time conveyed an impression of sumptu- 
ous production value. 

One of the most effective sets in the picture is the ex- 
lerior of the Moab Temple, a beautiful multi-columned. 
gracefully proportioned structure built on the studio back- 
lot waterways and reflected in the clear streams. It is 
lavishly landscaped. In the gardens are practical foun- 
lains spouting jets of sparkling water; gold-leafed decora- 
lions, and numerous statues. Two clandestine night love 
‘quences involving Ruth and the Judean were staged in 
this garden. To satisfy the projection requirements of 
drive-in theatres, these sequences were photographed day- 
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for-night—always a challenge to the cinematographer. 

Arling facilitated shooting by tarping in the foreground 
areas in which the actors played. By thus screening off 
the harsh direct sunlight, the players were not blinded 
by glare, and the light remained constant on them through- 
out a long shooting day. To light the players it was neces- 
sary to use heavy “brute” arcs to counteract the sunlit 
backgrounds. Balancing this artificial light with natural 
light was a tricky undertaking; Arling placed the key 
light behind the players and delicately rim-lighted them 
so that the final result (aided by a light blue filter over 
the lens) is one of soft moonlight, made more ethereal by 
the magic of the love scene. 

The sacrifice of the child takes place in the Plaza of 
Chemosh, a large exterior set dominated by a 22-foot statue 
of the Moab idol mounted on a pyramid base 24 feet in 
height. 

Because of the 24 foot elevation of the pyramid base, 
Arling filmed the sequence from a large crane, which per- 
mitted shooting at the same level as that of the action 
taking place. This eliminated the need to erect and move 
about heavy and cumbersome parallels, and permitted the 
sequence to be filmed with a great economy of time. 

The most difficult sequences in the picture, from the 
photographic standpoint, were those shot on the quarry 
set. The initial problem arose out of the fact that the 
scenes had to match in light quality and color tone a breath- 
taking establishing shot of hundreds of slaves toiling in a 
quarry photographed earlier on location in Africa. The 
second problem was the set itself, a formidable piece of 
plaster construction in the form of a steep canyon about 
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DIRECTOR OF Photography Arthur Arling, ASC, rests beside 20th 
Century-Fox Cinemascope camera while technicians make some changes 
required for next take in the studio back-lot set. 
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ACTUAL INDUSTRY locales are used for staging scenes for Chesterfield 
Cigarettes’ ‘Men of America” TV commercial film series. Use of light- 
weight camera and portable lighting equipment saves time and 
minimizes interference with factory's production routines. 


THE USE OF PORTABLE equipment and fast film to obtain 
on-the-job testimonials inside plant locations has played a 
leading role in the production of one of television’s most 
successful advertising campaigns. 

Chesterfield Cigarettes’ “Men of America” TV commer- 
cials, already accredited as one of television’s most success- 
ful campaigns, includes “Men of America” themes taken 
from basic industries. It calls for real people—not actors 
pausing after completion of a specific phase of their work in 
order to take “Big Pleasure When and Where They Can.” 

To obtain this reality, camera crews have roamed from 
missile launching sites to Boston Police Headquarters, U.S. 
Navy Destroyers, western ranches and eastern skyscraper 
locales. In addition, today’s high-speed films and portable 
equipment have made it possible for the producers of the 
series to achieve a “documentary” effect at a minimum cost, 
in a minimum amount of time, with a small crew and few 
added lights. 

Two prominent industries—power and automotive— 
were among the first locations used in this year’s series. 
These two applications called for action camera studies of 
people at work—a master shot of the plant interior, suc- 
cessive pickups of workers doing various jobs, then a se- 
quence of two or more men stopping for a smoke, a cut-in 
for closeups of the package, followed by additional cuts to 
related on-the-spot smoking scenes. 

At the huge Westinghouse Steam Turbine Plant in Lester, 
Pennsylvania, and the main Buick plant at Flint, Michigan, 
it was particularly important that normal plant activity not 
be interrupted or delayed. 

At the Westinghouse plant, available light is from thirty- 
foot-high windows and a skylight plus 1000-watt light 


422 


Speed Keys Chesterfield; 
TV Commercial Production 


Use of Tri-X negative enables the producer 
to maintain high standards in photography 
and at the same time surmount difficult 


filming conditions economically. 


By JOHN FORBES 


bulbs about seventy feet above the floor. Also. there was 
the necessity for catching crucial action on a once-only 
basis. The manufacturing process for modern steam tur- 
bines is spread over a three-year period from drawing 
hoard to completion and specific steps could hardly be re. 
peated for the camera. 

At the Buick plant there is good normal working light 
from banks of fluorescent tubes about seven to eight feet 


above the floor. However, the necessity of covering workers 
Continued On Page 444 





FRAME ENLARGEMENTS from 
recent “Men of America’ TV 
film commercial photographed 
in Buick automobile factory in 
Detroit. 

























BIRNS & SAWYER 


MOVIOLAS 35mm 
$250. to '495. 


Complete selection of 35mm 
Moviolas in excellent condi- 
tion. Most with Optical and 
Magnetic sound, picture 
head, take-up reel arms, 
and counter. Used by edi- 
tors who demand the best! 


ALSO: 
Rewinds, synchronizers, 
sound readers, gloves, 


punches, reels, etc. 


MISCELLANEOUS 
BARGAINS! 


AURICONS 


Shown Here: 
CONVERTED PRO 200 


$890. 


MAGAZINE EXTRA 


Auricon conversion, your COMeFO.... ees $395.00 
Speed Graphics Pacemaker camera............................ .. 149.50 
B&H Magazines, metal, 400°, 1000" ....from 40.00 
F4.5 Eymax 10" Eyemo mount lens... 85.00 
F3.5 Kilfitt Kilar lens, 150mm ee Rarieree av er eee 109.50 
Mitchell shorty tripod legs... sch tases dub ebccaetlasigaahect,- 
Mitchell 35mm Matte Box, wide- angle... AT 


MANY MORE TOP NAME, 
TOP QUALITY VALUES! 


ote 
vA \BIRNS & SAWYER 


i \ 6424 SANTA MONICA BOULEVARD - HOLLYWOOD 38, CALIFORNIA - TELEPHONE: HOllywood 4 5 
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MITCHELL CAMERAS 


B&S Séeccal 
43995. 


COMPLETE 


Mitchell Standard 
35mm with 25 - 40 - 50 
75mm lenses, two each 
400° or 1000' mago- 
zines, matte box, finder, 
cases. In “like new" 
condition. 


Used by the top motion -~ 
cameramen ... those who know! 


We have a continuing supply of .. . 
HOUSTON— 
FEARLESS, 


PANORAM & RABY 


2-Spe 4 - Rion = Dollies from M.G.M. 
Available at Republic, N.B.C., etc. 


$695.00 a * ; Some with Skirts 


= DOLLY 
me §6(PRICE, NEW: $3400.00) 


BE $695. Siena 


Multi-million-dollar color: extravaganzas and many 
Oscar winners have been shot with this equipment. All 
are in excellent condition and ready to go! 





CINE EQUIPMENT 














USING EXTENSION tube on Bolex camera 


EXTENSION TUBES are an important ad- 
junct to the lens equipment of the mo- 
tion picture photographer undertaking 
filming extremely small objects highly 
magnified. 

The function of extension 
which are used in conjunction with the 
regular camera lens, is not entirely 
clear to some photographers. Recently 
a reader asked if, by using a half-inch 
extension tube with a l-inch lens on 
his 8mm camera, he could obtain the 
same picture results as with a 114-inch 
telephoto lens. and also, if use of the 
tube would reduce the original f/value 
of his lens. 

Here it should be stated that an ex- 
tension tube coupled with a camera 
lens does not make it a telephoto. The 
function of telephoto lenses and exten- 
sion-tube-coupled lenses are different. 
Extension tubes permit closeup photog- 
raphy of small objects so that they 
appear highly magnified on the screen. 
A telephoto lens on the other hand 
brings closer, objects in a distant field. 


tubes. 


Getting back to the filmer’s question 
above, let us first consider the original 


the 


camera lens he planned to use 


one-inch for an 8mm camera. Why this 
lens in place of the half-inch lens which 
is standard for the 8mm camera? Be- 
cause, said the filmer, the original lens 
did not give the magnification desired. 
But adding a half-inch extension tube 
to the one-inch lens would not convert 





it to a telephoto, according to the com- 
mon conception of a telephoto lens. 
Such a combination would throw the 
lens out of focus because the distance 
from lens to film would be increased 
beyond the focal length of the lens. The 
f value of the original lens would be 
destroyed at once. The original f/cali- 
brations would no longer be valid be- 
cause the focal length—imposes certain 
limitations on all the other specifica- 
tions. Thus, if sharp focus is to be 
maintained at all, it can only be done 
by making compensating alterations to 
regain a balance of factors. 


Coupling the camera lens with an 


exposure when using lens extensions. 


Extension Tubes 


In Cinematography 











extension tube alters the lens’ characteris. 


tics. Here’s how to calculate proper 


By JOSEPH HENRY 








It would be easy to end the discus. 
sion here and simply say, “No, it can't 
be done.” But if one asks, “Can I get 
a picture with my camera lens extended 
14-inch, using an appropriate extension 
tube?” the answer can very well be 
“Yes.” Here we get into the elementary 
law of optics which deals with what is 
known as conjugate foci. We find that 
a fixed-focus lens of any given focal 
length can have its object and image 
reversed—i.e., the size of image and 
size of object in direct proportion to 
the distances involved. The most com 

Continued On Page 441 















































CLOSE-UP DIAPHRAGM CALCULATOR 
3 INCH LENS 
DISTANCE OF LENS TO OBJECT — 
LIGHT 20 in. | 10 in. | 7in. | 6 in. | Sin. | 434 in. | ain. | 3% in. | 336 in. | 3K in. 
= EFFECTIVE APERTURE an 
elie _— "es Tbe tee fe fhe ctw uu Pa Pe 
2.8 Boome —->—> 3.2 7 45 5.6 6.3 + +B 16 18 2 
7 Boome _>—> 45 5.6 6.3 8 9.1 il 16 22 2s u 
5.6 | Becomes S—e | 6.3 « a | mu | lo 16 22 2 » | 4 
8 | Becomes D——> | 91 i 12 16 18 22 32 45 we 
11 | Becomes Sa | 12 16 18 2 | 2 | 32 4s ~~ 
16 | Becomes SD— | 18 | 22 25 2 36 4s 
22 | Becomes S— | 25 | 32 36 45 =. 












































IN ULTRA-CLOSEUP photography, the basic f/ value is affected by use of extension tubes. Normally 
there is no apparent change in the lens f/ value when the camera is at least ten times the focal 
length of the lens from the subject. But as the camera-to subject distance decreases, use of extension 
tubes reduces the amount of light reaching the film ai a given stop as compared to that for same 
stop for normal photography. A chart such as one above then becomes valuable as a means of 
determining the effective aperture to use in shooting a small object at very close range. 
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1S Deen serving 
aleleh-j aa amiels ver 40 years as 
complete film laboratory 
ng the many services offered 
nm, 35mm (and 
Fe Mm elt-lo@mr-lale mm aalie- 
essing, titles, opticals, library 
and video tape to film transfer 


' Processing Perfection: Specify CFI! 
CONSOLIDATED FILM INDUSTRIES 


TALENT 
produces perfect 
processing 


These 52 executives have an average of more than 25 years’ experience in the 
film industry and have been with CFI Hollywood an average of over 16 years: 


1) Ray a 35mm Color Negative Developing Foreman; 2) Ray Biederman, 
Negative Assembly Foreman; 3) Leo ae 16mm Developing Foreman; 
4) Nate Bloomberg, 16mm Printing Foreman; 5) Harry Buckler, 35mm Color Posi- 
tive Developing Foreman; 6) F. H. Carlin, 35mm Positive Developing Foreman; 7) 
Reginald Carroll, 35mm Densitometric Control Foreman; 8) Bob Casey, 35mm 
Printing Foreman; 9) John Cooper, Vault Department Foreman; 10) Frank Cootz, 
Timer; 11) George Crane, 35mm Customer Service Representative; 12) Jack Doyle, 
Timer; 13) Kenneth Dunn, 16mm — Assembly Foreman; 14) Ted Fogelm 

Laboratory Superintendent; 15) Bill Funck, Title & Optical Production Supervi 

16) Jack Goetz, Sales Administrator; 17) Jack M. Goetz, Public Relations Director; 
18) Phil Gorth, Timer; 19) Bob Grubel, Chemical Lab Foreman; 20) Bob Gustofsen, 
16mm Service Coordinator; 21) Dane Hansen, Chief Projectionist; 
22) Dick Harrison, 16mm Densitometric Control Foreman; 23) Carl Hauge, Qual- 
ity Control Engineer; 24) Ted Hirsch, Vice President, Operations; 25) Ira Johnson, 
Comptroller; 26) Tom Jones, Maintenance Foreman; 27) Jim Lawler, Office Man- 
eee: 28) Art Ludington, 35mm Customer Service Supervisor; 29) Lew Mansfield; 
35mm Customer Service Representative; 30) Julius Mond, 16mm Positive Assem- 


34 Foreman; 31) Frank Montfort, Security Director & ay! Liaison Officer; 
a 


Paul Morrill, Timer; 33) Val Osborne, Timer; 34) Russ ppert, Machine 
Shop Foreman; 35) Pat Powers, 35mm Positive Assembly Foreman; 36) Lad 
Powolny, 35mm Negative ye my Foreman; 37) Ed Reichard, Chief Engineer, 
38) Roger Richardson, Color Control Supervisor; 39) Dick Rodgers, Resident Coun- 
sel; 40) Bob Ross, Kodachrome Negative Assembly Foreman; 41) Herschell Sanders, 
Art Department Director; 42) Job Sanderson, Equipment Maintenance Supervisor; 
43) Ralph Shadduck, Title & Optical Assembly Foreman; 44) Pete Silverman, 
35mm Customer Service Representative; 45) Mike Simon, Credit Manager; 46) 
Henry Solow, 16mm Production Control Supervisor; 47) Sid Solow, Vice President 
and General Manager; 48) Morris Sparks, Timer; 49) Tom Sproul, 35mm Customer 
Service Representative; 50) Dale Tate, Title & Optical Division Manager; 51) 
Jack Thomson, Title & Insert Cameraman; 52) Meyer Weinstock, Kodachrome 
Department Foreman. 
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Now You Can Add Animation 
to Your Lowest Budget Films! 


Use the TRIPLEX in vertical position for 
all standard animation techniques. In 
horizontal position for zoom titles, copy 
and product and puppet stages . . . in 
diagonal position, (columns can be locked 
at any angle between horizontal and ver- 
tical) for angular zooms-in on inserts, 
products, etc. For filmstrips, stand can 
be used in all positions. Table can be 
swung away for large artwork copying. 
The TRIPLEX stand complete with cam- 
era, is also available for rental. 
Also available — 
Cartoon Colours, Punched Acetate 
Cells and Animation Supplies. 


NewF:.B _ 


POLE SET 


An Easy Way to Hold 
Things Up ... Anywhere 
* Lights « Props 
¢ Backgrounds ¢ Mikes 
Without Nails or Screws 








"3495 


7—fittings - 


World-Famous Suppliers Of 
Professional Movie Equipment 
Stocking Thousands Of Items 


ony 


The first. low-priced 


TRIPLE - DUTY 


Animation, Titlestand 


and Product Stage for All Film Makers & Filmstrip Producers 








per set consisting of: 2—3-piece poles 
1—110” cross bar 


Adjustable from 82’ to 1212’ 


F & B POLE SET is a featherweight, telescoping aluminum 
column with an expansion spring in the top. Adjust it once 
to your ceiling height with locking collar. Then just spring it 
in and out of place as you please. Rubber pads top and 
bottom protect ceilings and floors . . . can’t be knocked over 
and takes less floor space than a silver dollar. A perfect, 
mobile, lightweight support for lights. Two POLE SETS with 
cross piece and =a can be used to hold a roll of back- 
ground paper, props, flats, etc. Perfect for location filming: 


POLE SET 1042’ to 15’... $38.95 


individual Parts: 


3 piece Pole 

with Clamp 

812’ to 1242’ 
$8.50 ea 


3 piece Pole 

with Clamp 

1042’ to 15’ 
$9.50 ea 


Cross Bar 
(110) with 


5 fittings 
$8.50 ea 


For Complete Information On Any Item, Write 


se BABB, inc. 


68 West 45th Street - New York 36, New York - MUrray Hill 2-2928 





Prices begin at 9 q 5 


More New TRIPLEX Purchasers: 
Maxwell Air Force Base, Ala. 
University of Virginia 
University of Kansas 
Nationwide Insurance Co. 
H. D. Rose Co. 


Hercules Powder Co. 
And Many Others 


irate 
: F & B...FIRST & BEST 1 
j The F & B TRIPLEX is only one of thousands ! 
y of items which make up F & B's complete 
Hi Stock of professional movie equipment. I 


ee me se we a of 


MILLER FLUID DRIVE HEAD 


The Miller Head is 
the world’s finest 
precision built hy- 
draulic drive pan 
head, and is de- 
signed for super- 
smooth panning and 
tilting. Can be used 
with any movie cam- 
era. F & B is exclu- 
sive distributor of 
the Miller Fluid 
, Heads in the Eastern 
* United States. 


Model D (medium duty) . . . . $150.00 
Swivel leveling joint 59.50 
Pro Head (heavy duty)... . 299.50 


Replace Worn Leather Moviola Belts With 


NEW F & B 
LIFETIME MOVIOLA BELTS 


Made of Texturized Seamless Neoprene 
Guaranteed to Outlast the Moviola 
No Hooks ® No Staples ® Firm Friction Grip 
Fits All Moviolas 


Price . . . only $2.00 


F & B Solicits Your Bid 
Requests. None Too Big... None Too 
Small. Lowest Possible Prices For 
Top Quality And Service 
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Mite-Lite, A Portable 





Lighting Unit For 





TV News Filmers 











lighter battery pack, focusing reflector, 


and use of low-voltage bulb feature 






this new illumination unit designed for 






hand-held camera work anywhere. 















By FREDERICK FOSTER 





MITE-LITE lamp unit readily fits such cameras as the Filmo, Eyemo, 
: ia 4 Arriflex and Bolex. A feature of unit is the great weight reduction 
Ovxcy A Man Wuo knows the TV newsreel cameraman’s in the battery pack (shown suspended on shoulder strap). 






problems through firsthand experience could understand 
the need to lighten his equipment load and do something 
constructive about it. Such is Jack D. Leppert whose news- 
camera work is currently seen on both NBC and CBS 






The reflector is a type that has been used and favored by 





newscasts Originating in Los Angeles. Leppert wasn’t satis- 
fed with the portable lighting equipment available to him 
—especially the great weight of the battery pack—so he 


veteran still cameramen for years. It has a focusing device 
that permits the light beam to be altered from flood to 
spot at any distance from the subject. A special coating 
applied to the reflector surface, when the unit is used with 
a clear glass bulb, produces a blue-white light, entirely 
devoid of the familiar yellow cast that over-voltaged and 









designed his own. Other cameramen saw it, wanted it. 
Yow he’s marketing it—under the tradename of “Mite- 
Lite.” 

There have been many types and sizes of portable lights 







frosted bulbs produce. 

Size of the reflector unit is approximately one-third that 
of the average portable light, and it does not affect balance 
of the camera on which it is mounted, Removal of the 
reflector from camera is a simple, single-motion operation 

-ideal when shooting-tme is limited. When mounted on 
the camera, its compact size still allows the camera to be 
set down on its back or side, as the cameraman prefers; 
and it may be left attached to the camera door when the 
latter is opened for film reloading. 

An on-off switch is so positioned in the power line that 
users of such cameras as Filmo, Eyemo, Arriflex or Bolex 
can easily switch the light on or off and still steady the 
camera with the same hand. The cameraman does not have 
to remove his hand from the camera to actuate the switch, 
Leppert emphasizes. Shielded cable is used between the 
reflector unit and the battery pack, thus eliminating trouble- 
some kinking or tangling of the line. 

The bulb used in the reflector is a common automobile 
headlight type and the receptacle in the reflector is so 
wired that both filaments of the bulb burn simultaneously 
when the power is switched on. Because the bulb is not 
subjected to increased voltage, its useful life is said to 
exceed lamps used in most other portable units. Experi- 





ofered the news cameraman, Leppert says, but his is com- 





pletely new in design and embodies a new principle in 
the light source. It is a smaller unit and therefore lighter 







in weight. Easier to maintain, too. 
The battery unit and reflector weigh but seven pounds. 


























= COMPLETE Mite-Lite equipment: battery pack (left), reflector and 
™P attached to camera (center), and the charger unit (right). Continued On Page 432 
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SHOOTING scene in interior of Capital Airlines plane, from which 
seats on one side were entirely removed to accommodate camera. 


An INDUSTRIAL film can have all the production value yet 
involve just as many camera and lighting problems as the 
average Hollywood feature film of comparable length. An 
example is the 2714 minute 16mm color film, “Operation 
Brotherhood—The IBEW Story,” which | recently photo- 
graphed for the producers, Norwood Studios, Inc., Wash- 
ington, D.C. 

The film is primarily intended to tell the story of the 
International Brotherhood of Electrical Workers. However, 
it does more than that; it gives the history and development 
of electricity iself, from the birth of the Broherhood in 1891 
to the present day. 

The heart of the picture is the life of Oley Munson, 
from his first job as an electrical worker at the age of 2] 
to his reminiscing, at 85, as he flies in a Viscount Turbo- 
Prop plane. Since production schedules dictated shooting 
the scenes out of order, our first problem was “aging” 
Oley from a fresh-faced 21 to a lined 85. 

Our first day’s shooting took us on board a Capital Air- 
lines’ Viscount. Oley was to be 85 in this sequence and the 
plane was supposed to be traveling at night. This latter fact 
precluded using key light through the windows and meant 
that all lighting must appear to be coming from the gen- 
eral cabin lights and the small overhead reading lamps. 

All seats on one entire side of the plane were removed 
and our 16mm Mitchell with blimp was set up. Since space 
was at a premium, our lighting units were restricted to 
750-W baby spots and clip-on lamps. We used Kodachrome 
film throughout, which required a light level of at least 
500 F.C. 

One of the first effects called for was the feel of the plane 
taking off. Sound effects would help, of course, but some- 
thing of a visual nature was required. We placed a 5000-W 
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How Good Lighting 
Can Enhane 


The Industrial Film 


Full range of set lighting techniques 

was utilized in photographing “Operation 
Brotherhood,”’ historic saga of the In. 
ternational Brotherhood of Electrical 
Workers, filmed in Washington, D.C. 


By GLENN JOHNSTON 


Norwood Studios, Inc., Wash'n., D. ¢ 


spot on the hangar floor and aimed it through Oley’s win- 
dow. Then a red gel went into the diffuser slot of the lamp 
with a black flag set up and designed to rotate. This pro 
duced the illusion of red runway lights flashing by. 

At this poin*, we realized that the gradual aging effect for 
our star player would need careful lighting along with 
expert make-up. Squinting our eyes and making a mental 
note wasn’t enough, so we made script notes on each scene 
giving the ratio of fill to key light. At twenty-one, Oley 
would need very flat lighting—about two-to-one—and, as 
he aged, a gradual increase to six-or eight-to-one where 

Continued On Page 440 


ON LOCATION for “Operation Brotherhood—The IBEW Story. 
Behind the Mitchell 16mm camera is Director of Photography 
Glenn Johnston; at left, Phil Martin, President and Executive 
Producer of Norwood Studios, Inc., Wash., D. C. 
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THE FILM DAILY 
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YEAR BOOK 
OF MOTION PICTURES 


Forty - ovcntedl Edi tion 





COPIES NOW AVAILABLE 
Partial Contuihe 


INDUSTRYWIDE PERSONNEL — PRODUCERS — DISTRIBUTORS — 
CIRCUITS AND THE THEATRES THEY OPERATE — PURCHASING 
AGENTS — FILM BUYERS — TITLES AND CISTRIBUTORS OF 30,000 
FEATURES RELEASED IN THE U.S. SINCE 1915, WITH THE FILM DAILY 
REVIEW DATES — DRIVE-INS AND ART THEATRES — STUDIO PER- 
SONNEL—EXHIBITOR ORGANIZATIONS—TRADE ASSOCIATIONS— 
GUILDS AND UNIONS—PAGES OF NEW INDUSTRY STATISTICS— 
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WHEN SPoKEep WHEELS on a moving 
vehicle or piece of machinery in a 
scene appear to turn backwards, the 
effect is that of a stroboscope out of 
sync. 

In actuality films, the fault is gen- 
erally unavoidable; but in all staged 
productions its avoidance is merely a 
matter of a little forethought, plus 
either some elementary mathematics or 
use of a reflex-shutter type camera, ac- 
cording to R. Howard Cricks, British 
cinematographic engineer. 

The fundamental cause of such 
strobe effects, says Cricks, is quite 
simple. If in the 1/24th second from 
one exposure to the next a wheel turns 
the exact distance from one spoke to 
the next (Fig. 1), then the spokes will 
appear stationary. If in that time it 
turns slightly less than the space of one 
spoke (Fig. 2), the wheel will appear 
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Troublesome strobe effect can be minimized or even 


avoided in a number of ways. 


By ALVIN D. 














When Wheels Turn Backwards 







ROE 


to move hackwards, because the eye 
would sooner believe that one spoke 
has moved a short distance backwards 
than that the previous spoke has moved 
nearly the distance to the next spoke. 

If in the 1/24th second the wheel 
has moved exactly half the distance 
from one spoke to the next (Fig. 3), 
the wheel will appear to have double 
the number of spokes, which will be 
stationary. At any speed less than this, 
the illusion will be correct. 

Mathematically, these facts can be 
expressed by simple equations, in 
which V is the speed of the wheel in 
revolutions per second, and n is the 
number of spokes. Spokes will appear 
stationary when 

4 


a 


nm 


Continued On Page 432 


STROBE EFFECT in wheels of chariots that 
took part in race in “Ben-Hur” were gl- 
most imperceptible because of Precautions 
MGM cameramen took to minimize jt. 



































Fig. 3 


DIAGRAMS ABOVE show stroboscopic effects 
of spoked wheels when photographed with rg 
motion picture camera at 24 fps. In Fig. | 
spokes are stationary. As strobe effe:t starts 
to develop, spokes appear to begin fo aoe 
backwards, as in Fig. 2, and continue until 
they appear doubled in number, as in Fig. 3 
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*How to select a recorder to start your 
MAGNASYNC-MAGNAPHONIC SOUND SYSTEM 


TROL 


FOOTAGE COUNTER 
-IN HEADS 


REWIND 


Sound Equipment Checklist 


LIGHTWEIGHT 
MEDIUM WEIGHT 
16 MM FILM 
17. MM FILM 
35 MM FILM 
POWER AMPLIFIER 
MONITOR SPEAKER 
TORQUE MOTORS 
PLUG-IN AUDIO 

USH BUTTON CON 
REMOTE CONTROL 
SLIDE-WIRE POTS 

FILM MONITOR 

SYNKINETIC MOTION 

PLUG 


P 


When lightweight portability is a must the 27 Ib. 
X-400 Type 1 is the answer! Another reason so many 
producers choose this machine is that it is genuinely 
professional, and yet, surprisingly economical! 


OPTIONAL 

OPTIONAL 

OPTIONAL 
OPTIONAL 


From $985. 


The Type 1 is a miniaturized version of the Type 5. 
Low power consumption and extreme portability has 
made this 39 Ib. unit a popular selection for remote 
location production by leading professional motion 
picture studios. 


OPTIONAL 
OPTIONAL 


From $1360. 


The X-400 Type 15 is designed for the man who 
wants everything in one case... playback amplifier, 
monitor speaker, footage counter and torque motors. 
You can be proud to have this machine represent 
you on any sound stage! 


OPTIONAL 


From $1385. 
TYPE 15 


The most popular magnetic film recorder in the 
world is the Type 5! With this unit and all its oper- 
ational conveniences, you are definitely in the ‘major 
league.” The Type 5 owner always starts his pictures 
with a special feeling of confidence in the realiza- 
tion that he has allowed no compromise in the 
selection of equipment. 


OPTIONAL 


From $1570. 


There is nothing on the market that compares with 
the remarkable Mark 1X. This unit is in a class by 
itself... with push-button remote controlled relay 
functions, plug-in audio elements and all the 
“extras” that make for flawless recording under the 
most adverse conditions. 


OPTIONAL 
OPTIONAL 


From $2145. 



























































MARK 1X 


Send for complete details on the new Nomad 7-lb. magnetic recorder-reproducer that 
makes any 16mm movie camera a sound camera, any projector a sound projector, with 
true interlock lip-sync. Priced from $585.00. 


MAGNASYNC CORPORATION 


FORMERLY MAGNASYNC MANUFACTURING CO., LTD. 


nalienic 
age YSTEM 5546 Satsuma Ave., North Hollywood, California * STanley 7-5493 * Cable “MAGNASYNC” 














C4.scAGO, Zenith Cinema Service, Inc.; Behrend Cine Corp.; LOS ANGELES, Birns & Sawyer Cine Equipment; NEW YORK, Came:a Equipment Co.; 
AUSTRALIA, Sydney, New South Wales, Sixteen Millimetre Australia Pty. Ltd.; BELGIUM, Brussels, $.0.B.A.C., S.A., (Societe Belge D’ Applications 
Cinematographiques); BOLIVIA, La Paz, Casa Kaviin; BRAZIL, Rio de Janeiro, Mesbla, S.A.; BURMA, Rangoon, G. K. Theatre Supply Co., Ltd.; 
CANADA, Toronio, Ontario, Alex L. Clark, Ltd.; CUBA, Havana, Caribbean Electronics, S.A.; DENMARK, Copenhagen, Kinovox Electric Corp.; 
ENGLAND, London, W-!, Delane Lea Processes, Ltd.; HONGKONG, SupremeTrading Co.; INDIA, Bombay, Kine Engineers; ITALY, Rome, Reportfilm 
S.R.L.; JAPAN, Tokyo, J. Osawa & Co., Ltd.; PAKISTAN, Karachi 3, Film Factors Ltd. SWITZERLAND, Zurich 7/53, Rene Boeniger; THAILAND, 
Bangkok, G. Simon Radio Co., Ltd 
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BELL & HOWELL 
35mm CAMERA 


cea 


SINGLE FRAME CAMERA — 
““TRIP-LEVER"’ ACTION! 


Movement of lever ACTIVATES shutter and 
advances film ready for shooting up to 
400 exposures per winding at your touchl 
Powerful spring-motor drive built for long 
rugged Trop-Artic use. Takes economical 
standard 100’ Daylight loading spools of 
35mm black & white or color film! Sensa- 
tional Value! 

With 25mm F/4.5 B & H Lens $399.50 

With 2” F/2.8 Lens ..... $424.50 


Write for Free 132 pg. Catalog 


BURKE & JAMES. INC 


321 S.Wabash Chicago 4, tlinois 


AC 6/60 





LIQUID GATE 
PRINTING FOR 
16-35 BLOW-UPS 


An amazing new 16mm and 35mm process 
which eliminates scratches, smooths out grain 
and enhances overall quality. it is particularly 
valuable for use in... 
@ RECLAMATION OF OLD AND WORN FILMS 
@ SALVAGING VALUABLE SCRATCHED ORIGINALS 
© 16mm to 35mm BLOW-UPS .. . 
The scope of this economical theatrical pro- 
duction medium has greatly increased due to 
the tremendous benefits of Liquid Gate 
Printing, A test will prove its value. 
Complete Laboratory and Effects Services 


NEW PRICE LIST AVAILABLE - INQUIRIES INVITED 
FILM EFFECTS of Hollywood, Inc. 


1153 N. Highland Ave , Hollywood 38. Calif. 
LINWOOD DUNN, ASC, President 
‘Over 30 Years of Major Studio Experience’ 














MITCHELL 
STANDARD CAMERA 


© 25mm, 35mm, 50mm and 100mm T-scaled 
Baltor Lenses 
Two, 1000-foot Magazines 
110-volt Variable Speed Motor 
Viewfinder with built-in Matts and TV Scale 
Matte Box 
Mitchell Tripod, Friction Head, and Triangle 
Complete Set of Cases, Filter Holders, Hand 


Cranks, etc. 
THIS OUTFIT IS ABSOLUTELY 
PERFECT MECHANICALLY 


AND OPTICALLY 


$4500 


Box 760 American Cinematographer 








WHEN WHEELS TURN BACKWARDS 


Continued From Page 432 


At any speed slightly less than this, 
the spokes will appear to move back- 
wards. The spokes will appear to be 
double in number when: 

12 
V=— 
n 
The requirement for a correct illu- 
sion is: 


12 


n 

In theory, stroboscopic faults can 
also occur at higher wheel speeds, but 
movement blur usually makes such 
faults unnoticeable. 

As an example, if a 12-spoked wheel 
turns at exactly two rps, the spokes will 
appear stationary; if it turns at 114 rps 
they will appear to move backwards; if 
it turns at one rps, two sets of spokes 
will appear. At any lower speed the ap- 
pearance will be correct. 

Simpler than mathematics is the use 
of some device which will enable the 
cameraman to examine the vehicle in 
the same way as the film sees it—at the 
rate of 24 separate glimpses per second. 
The obvious answer to this demand is 
to use a camera having a reflex type 
shutter—such as the Arriflex, Camer- 
ette, the British Vinten Everest, Debrie, 
and the recently-introduced Mitchell 
Reflex 35. If a moving wheel is viewed 
through the viewfinder of such cam- 
eras, any stroboscopic faults will be 
immediately apparent. 

To provide for other cameras, it has 
been suggested that the viewfinder be 
fitted with a small shutter, synchro- 
nized with the camera shutter. In the 
case of a camera driven by a Selsyn or 
interlock motor, this would necessitate 
little additional complication. 

If the cameraman, either by mathe- 
matics, a reflex shutter, or by an 
improved type of viewfinder, discovers 
during rehearsal that the wheels of his 
vehicles are behaving in some improper 
fashion, what can he do about it? 

The most obvious thing is to alter 
the speed of the vehicle. In all prob- 
ability, if the vehicle is photographed 
at an angle, the effect, although pres- 
ent, will be unnoticed. But if these 
remedies should prove impossible— 
and, after all, the director is entitled 
to demand that elementary technical 
matters such as this should be subordi- 
nate to his ideas of the action—two 
remedies are left. 


The first — rarely practicable — ;, 
to run the camera at a faster or slower 
rate. The second — which was ee 
adopted by Sir Alexander Korda; 
to fit the vehicle with wheels having ; 
different number of spokes; in ore 
to avoid guesswork the mathematic 
given above can be usefully employed. 

In some recent Hollywood prody. 
tions, still other expedients were ep, 
ployed such as painting every othe 
spoke in the wheels a different or oop, 
trasting color, or by shading the spoke 
so as to minimize their appearanc. 
making them almost  imperceptibk 
against the background subject matte, 

Shooting such scenes with the cam. 
era’s variable shutter opened wide, als) 
tends to minimize strobe effect jj 
wheels by introducing a small amoup 
of blur in the moving object whic 
in turn tends to obscure the trouble. 
some effect. ' 





MITE-LITE 


Continued From Page 427 


ments conducted by Leppert revealed 
these bulbs render useful photographic 
illumination for a total of 53 hours 
without discoloring the bulb glass, 

The battery pack consists of nov 
spillable Willard wet batteries. Thes 
provide longer use periods of the lam 
between charges than other types, a 
cording to Leppert, who finds the Wil 
lard units exceed in efficiency and 
power retention most jelly or solid 
pack type batteries. Charging is not 
critical nor does the sealed-in gas pres 
sure of these batteries give any troubk 
during the charging interval. Each cel 
has a built-in hydrometer in the form 
of a floating ball. When the ball sinks 
it indicates the battery cell needs charg 
ing. “Ideal, because it eliminates the 
need for an expensive meter on the 
battery case,” says Leppert. 

A completely discharged _ battery 
unit can be re-charged in approx 
mately four hours. A fully-charged bat 
tery pack provides approximately tw 
hours of usable light, when shooting 
requires frequent off and on switching 
A completely discharged battery u" 
can be re-charged in approximate) 
four hours; and when regularly © 
charged, one hour is usually all the 
time that is required to bring the pack 
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LOWEL / LIGLIT 


BARN 
DoOdOHK 


> 


i_— = 


FOLDS FLAT * 
WEIGHS 5 OUNCES 
ATTACHES INSTANTLY TO ALL R40 
REFLECTOR BULBS, 150-500 WATTS 
EXTRA LARGE, REMOVABLE DOORS 
STURDY CONSTRUCTION 
Ask your 


photo dealer $4.95 
about other fine products from — 


LOWEL-LIGHT PHOTO ENGINEERING, 
421 WEST S4TH STREET, WEW YORK 19, W.Y. 











Cc 16MM 
> BLACK & WHITE 


reversal printing & processing 


% 








"a 
’ COLOR 


PRINTING 


2) SOR Net 
f Fastax Service, A&B Roll Prints, 
Dissolves. Fast, expert attention to 


h every job. Write for complete infor- 
= mation... Circular p. 
et 


a al LAESB-Tw 











\ 723 Seventh Ave., N. Y. 19 « JUdson 6-2293 











LABORATORIES 
Established 1949 


SPECIALIZING . . 


In 16mm Film developing and printing 
Super Anscochrome force-developed to A.S.A. 400 
* 16MM ANSCOCHROME 
* 16MM B&W REVERSAL 
© 16MM B&W NEGATIVE 

© 16MM B&W POSITIVE 


350 West 50th Street, New York 19, N.Y. 











“*MITE—LITE’’ 


LIGHTEST NEWSREEL PORTABLE LITE 
LONGER BURNING AND LESS CHARGING 
BETTER SKIN TONES 
LESS DARK BACKGROUNDS 
FITS ANY CAMERA—COSTS MUCH LESS 


JACK D. LEPPERT 
2801 Ocak Point Dr., Hollywood 28, Californic 











PRO RESULTS 
a PROFESSIONAL FLUID PAN-HEAD 


... used internationally by leading 
studios and professional movie pho- 
tographers. Equivalent to high-priced 
models — ONLY $89.50, for a limited 
time! Free Descriptive Literature. 

SEND CHECK — MONEY ORDER. 


: Dept. C-1 4607 Alger St. 
OBINSON, INC. « |.: Angeies 39, California 











up to full charge level again. “Most 
cameramen,” says Leppert, “find that 
re-charging the batteries twice a week 
is ample for normal use. The charging 
unit, which is shown in an accompany- 
ing photograph, is 6” x 6” x 6” in 
size, and is easily packed with camera- 
man’s other gear in car trunk or suit- 
case. 

The rate of battery re-charging can 
be varied, and there’s a built-in amp 
meter that shows the charging rate. 
The charger is so designed that it 
cannot be hooked up wrong, and fuses 
have been provided to further this 
protection. 

Shooting Tri-X or DuPont 936 at 
ASA 250, exposures at 24 fps with the 
“Mite-Lite” are as follows: 


25 feet from subject 
es 2 
i. 
eo “ 16 
Although these exposures are ap- 


proximately one-stop slower than af- 
forded by other portable light units, 
the Mite-Lite’s picture quality is said 
to be better and the ratio of back- 
ground fall-off is not as great as when 
other units are used. There is a notice- 
able reduction, too, in the bleaching 
of faces and dark backgrounds—two 
notable faults of mono-source lighting 
in newsreel camera work. 

In Hollywood, the Mite-Lite, com- 
plete with spare fuses and bulb, sells 


for approximately $130.00. o 





“HELL TO ETERNITY” 


Continued From Page 414 


manned the necessary electrical gener- 
ators, which were mounted in trucks 
and hauled to the location sites. 
Guffey had three separate camera 
crews working under his direction. The 
principal crew handling the key camera 
consisted of his long-time Operator. 
Andy McIntyre (a veteran of the battle 
of Okinawa), Jack Deerson and Bob 
Simpson, assistant cameramen. The 
Japanese crew assigned to the other 
two cameras, included Junji Nishimura, 
Toru Hayashi, Iwao Niki, and Koji 
Oshima, most of whom had previously 
worked for American directors of 
photography locationing in Japan. In- 
dispensible to Guffey was his ever- 
present interpreter, Yoneo Nonoguchi, 
better known as “Pepe.” The Japanese 
camera crew praised Guffey highly. 
“Guffey-san never gets angry,” said 


one Japanese crewmember, “no matter 
how bad things go wrong!” 

Directing the work of Japanese tec, 
nicians was not new to Guffey, He had 
previously directed the photography of 
“Three Stripes in the Sun” which wa 
made in Japan for Columbia Pictures 
in 1954. 

“Hell to Eternity” was photographed 
in black-and-white with Eastman Plys 
X and Tri-X film, for an approxima 
1.85:l screen ratio. All exposed film 
was sent by air to Hollywood where 
was processed by General Film Labor. 
tories. Dailies were flown back to Oki. 
nawa and projected in the evenings jy 
the Camp Hansen post theater. . 

One of the most importan sequences 
in the film is a furious night battle be. 
tween the Marines and Japanese which 
culminates in a_ fanatical “bangaj 
charge” by the Japanese. Over eight 
hundred Okinawan extras were recruit. 
ed to take part in these scenes. About 
twenty-five of these men had former 
served as officers and NCO’s in the 
Japanese Army, so authenticity was as 
sured. Interspersed among the Okina 
wans were Marines dressed in Japanex 
uniforms. It was their job to lead the 
Okinawans against their comrades in 
the 3rd Tank Battalion and the 2nd 
Battalion, 5th Marine Regiment, who 
were playing the American invaders. 

It took the better part of a week to 
complete filming of the entire “banzai 
sequence.” The location was about three 
miles from Camp Hansen in an area 
near Kin-son overlooking the Philip- 
pine Sea. On several mornings, the 
crew call was for 4:00 a.m. so that 
the cameras and other equipment could 
be in readiness to shoot early dawn 
action. 

An interesting and useful “field ex 
pedient” rigged up by Guffey and his 
crew was an improvised camera boom. 
This consisted of a heavy-duty fork 
lift placed in the back of a 4-ton 
Marine truck. A wooden platform, c- 
pable of supporting two Mitchell cam 
eras and their crews. was added to the 
front of the lift. As the picture pre 
gressed, the Marine operators became 
very adept at hoisting the camer 
smoothly for the boom shots. It was 
capable of lifting the camera to # 
height of about 30 feet and could be 
quickly moved from one set-up to a 
other. When not in use as a camem 
boom, the lift was used to suppor 
booster lamps. 

Most of the banzai attack was staged 
at night and at dusk, so it was nece* 
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BEOOKS 
CAMERAS 


The Wests Largest Y= 
Selection of Fane 


Professtonal Cameras 










NEW ARRIFLEX 16 


The only 16mm camera providing through-the-lens focusing and view- 
ing during exposure, with divisible finder system, built-in buckle 
switch and motor, cable lock, neck strap, oiler, two a caps, 
I a $1455.00 

Same as above without built-in buckle switch and motor 
See RCRA RENCE me Rae: $1380.00 
255.00 













BOLEX 
H-16 REX 


































OE 8 RE ea eater ne renee « $189.50 

from $400, SEL ES TT ELT $179.50 
ith L Pan Cinor 70—Zooms from 17.5mm to 70mm............................ $260.00 
with Lytar een OU nn el $157.50 
1” €/1.8 i A AAR E TL ETE ERR. $130.00 
lens SR III icesieinsscvssinsninrasntiiniiietercnnaiteeeticaieaniashaietiia $157.50 





AURICON CINE-VOICE II 


16mm sound-on-film movie camera with profes- 
sional heavy-duty 3-lens turret. Operates from 
house current or car battery. Available in a 
choice of models to suit a variety of a 
GUE aicccrictrictrsrcccudicconenmescence $998. 















Variable shutter permits smooth fades and lap dissolves. Greater ex- 
posure control possible through partial closing of the variable shutter 
instead of lens. Shown with REXOFADER — an optional accessory 
($37.50) that permits automatic operation of the variable shutter. 














BOLEX 16mm LENSES 


Pan Cinor 85—w/R.F. From 17.5 to 85mm—F2........................ $420.00 
Pan Cinor f/2.4 lens, focal lengths from 174mm to 70mm......$269.50 
Pan Cinor 100f/3.4 lens, focal lengths from 25mm to 100mm..$329.50 
Switar 10mm w/a f/1.6 FM 8” to inf. “C” mount. Visifocus....$149.50 
Switar 16mm w/a f/1.8 FM 8” to inf. “C” mount. Visifocus........$99.50 

























CINE VOICE I—Used.......................... $495.00 


AURICON PRO-600—16mm optical-sound-on- 
film; self-blimped; sync motor drive for 

















Switar 25mm 1” £/1.5 FM 144’ to inf. Visifocus.................... $115.00 : © ine, z 
iy 100mm 4” £/3.3 tele. 4-power magnification. hones to — Mg ae a ag Ma 
a OE ADELE ELLOS 5 : inati 
Yvar 16mm w/a f/2.8. Focuses 1’ to inf. “C” mount. Visifocus..$59.50 pense a re pA 
ae 75mm (3”) £/1.9, focus 5’ to inf. Visifocus, C-mount, - and AURICON “SUPER 1200” Cy Ses cound an 
eflex ... SERS Selene eee a sidetaes teatatehibiaaieal 145.00 - we cll Patel 
Yar 7 ‘2 : oe Sagi ei film camera (self-blimped) with 3-lens tur- 
Smm 3” £/2.8 tele. Focuses 5 oS ae ee ret for “C” mount lenses. 1200 ft. capacity 












for 33 minutes recording time........ $4149.00 









Switar 25mm 1” /1.4. Focuses 14’ to inf. “C” mount... $168.00 , 
Switar £/1.4 50mm 2” tele. lens. Ultra-high speed. Focuses 3’ to SUPER 1200 — AURICON-TILT professional 
-- ee Sarkar aaa $169.50 ween, Gee. 2 Oh... $415.00 
Yar 150mm 6” f/4 tele. lens. 7%” length. FM 13’ to inf. with AURICON PRO-200. Was $1,495.00 

case PALA OER A PTR LS, $145.75 haiti at inate 






















@ 2 Hours Free Parking at 


HOUSE OF Barrett’s with $3 purchase. 






@ Instant Credit plus Your 
BankAmericard. 


(OU\e\ ee 6 TIMES BRAND | 
GFAVVMEEIRA ANC NAMES WINNER @ Open 9-6, Mon. Til 9 p.m. 


4S KEARNY AT MAIDEN LANE « EXBROOK 2-7348 *® SAN FRANCISCO 8, CALIFORNIA 
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Laboratory Equipment 


SQUEEGEE 
TROUBLES? 


Wan a sure cure? 


Nylon Squeegee with- 
out mounting bracket 
$48.00 


With mounting bracket 
and rollers ......$58.00 


CHEMICAL PUMPS 


All sizes 
vy. hip. pump 


with motor 


$63.00 


PROFESSIONAL FILM PROCESSORS 


with the famous Micro-Tension Drive 


METAL MASTERS 


5599 University Ave., San Diego 5, Calif. 








BOLEX ACCESSORIES 
BY STEVENS 


Variable Shutter * Split-Frame Mask * Syn- 
chronous and Battery Camera Drives * Time 
Lapse Timer * Lens Extension Tubes * Rack- 
over * Turret Lever * Third Turret Stop * Turret 
Filter Slides * Camero Base * Lens control 
Handle * 400-Ft. Magazine * Sound Sprockets 


Write for our Bolex Accessory Catalog. 


STEVENS ENGINEERING CO. 


340 N. Newport Bivd. 
Newport Beach, Calif. 











HOUSTON FEARLESS 


PANORAM 


DOLLIES 


Thoroughly Overhauvled— 
Guaranteed 


SPECIAL LOW PRICE: 
Immediate 4-Wheel $1,400.00 
Delivery 5-Wheel 


CAMERA EQUIPMENT CO., INC. 
315 West 43rd Street, New York 36, N. Y. 
JUdson 6-1420 














DEVELOPING TANK 


* Processes up to 200 Ft. 
8mm-] 6mm-35mm-70mm 
Movie—X-Ray—Microfilm 
Motor driven portable 
Uniform Density Assured 
400 Ft. Tank Available 


Automatic 
————— 


FILM DRYER 

* Motor driven—Heated 
Speedy dryi 

* Automatic +. Pe allow- 


ence 
Stainless steel and 
cluminum construction 
Easily assembled without 
tools 

* Compact, Portable 


Write for Free Literature 


Micro Record Corp. .s--« 


South Ave. 
Beacon, N.Y. 


Daylight Processing 








sary for Guffey to shoot day-for-night, 
using filter combinations in conjunction 
with booster lighting on the faces of 
the players. Multiple cameras were em- 
ployed using a wide range of lenses. 
Telephoto lenses and the “zoom lens” 
were frequently utilized in photograph- 
ing some of the long shots. 

Radio “walkie-talkies” and sound 
powered telephones were used exten- 
sively by Karlson to communicate with 
his assistant directors and with the 
Marine commanders controlling the 
troops. When the actual banzai charge 
was made, Assistant Director Paylow 
and his chief aide, Joe Marakoff, gave 
the Okinawan extras a “pep talk.” The 
resulting scene was so effective and 
frighteningly realistic that Director 
Karlson applauded and thanked them 
warmly for their efforts. Karlson was 
very popular with the Okinawans. 


Three Mitchell Cameras Used 

Several days were spent filming close- 
in hand-to-hand fighting and vignettes 
of Marines and Japanese in action. 
This included shots of Japanese soldiers 
weilding samurai swords and bayonets 
and engaging Marines who also met 
them with bayonets and clubbed rifles 
and carbines. Guffey would first photo- 
graph these scenes using all three 
Mitchell cameras. Then the action 
would be repeated with Operator Andy 
McIntyre using the hand-held Arriflex 
35mm for close-in shots. McIntyre had 
to be agile to avoid getting upset by 
struggling actors. 

All of the key members of the cast 
took part in these vigorous and some- 
times dangerous scenes. Stunt man Gil 
Perkins was assisted by a group of 
Marine judo and bayonet experts, but 
this did not spare Jeffrey Hunter, 
David Janssen, Vic Damone and John 
Larch from a few bruises. Phil Karlson 
likes to keep the cameras “close-in” to 
the action so this precluded the usual 
practice of doubling the principals. 
Jeffrey Hunter, in particular, was in- 
volved in several rough and tumble 
scenes and these were not faked. If the 
bumps came his way, he cheerfully ac- 
cepted it all as part of the scene. 

On a gruelling and unseasonably 
warm afternoon, Guffey and his crew 
worked in the vicinity of Chibana, 
shooting a sequence showing Sessue 
Hayakawa walking amongst his men 
and observing their pitiful state of 
semi-starvation. Shooting this action 
was complicated by roaring jet fighter 
planes taking off and landing from 
nearby Kadena Air Base. 


Almost immediately following the 
filming of these scenes, the company 
moved into Koza, the second largest 
city in Okinawa, where a street had 
been converted to look like a section 
of Honolulu. Guffey and his crew 
worked all night shooting exteriors of 
the Marines enjoying a “liberty” 
Tri-X film and batteries of 10K and 
20K lamps were used on these scenes, 
A minor disaster occurred when one 
of the Mitchell cameras was acciden. 
tallly knocked over and badly dam- 
aged. Emergency repairs were made 
and shooting continued without 4 
break but a replacement camera had 
to be flown in from Hollywood. 

In one key sequence, Jeffrey Hunter 
and Bill Williams, hiding in a camou. 
flaged “spider hole.” secretly observe 
Sessue Hayakawa and his men plan. 
ning a desperate last ditch banzai 
attack against the Marines. The script 
called for a shot showing the two 
actors carefully lifting the cover of 
their hiding place and watching the 
Japanese in action. This scene had to 
be staged showing the entire opera- 
tion from the viewpoint of the two 
hidden Marines. 

Here Guffey was able to again ea- 
ploy his multiple camera technique 
most effectively. One camera, equip- 
ped with a wide-angle lens, was placed 
at ground level in a trench dug di- 
rectly to the rear of Hunter and 
Williams. This camera covered the 
two actors in one corner of the frame 
and in the background also included 
the Japanese. Another camera, placed 
above the ground, covered a general 
view of the Japanese in action. The 
third camera, mounting a “zoom” 
lens, followed Hayakawa and his men 
as they moved about the set. Three 
men manned this camera: an opera 
tor, one assistant controlling the 
“zoom” handle and the other pulling 
the focus. 

The climax of the picture comes 
when the Japanese commander (Haya- 
kawa), who has been persuaded by 
Gabaldon (Hunter) to surrender the 
remains of his army to the Marines, 
countermand’s his original order for 
a last stand effort and, instead, tells 
his men to surrender to the Ameri- 
cans. Then, before their horrified 
eyes, he commits suicide in the tre 
idtional Japanese manner of hari-kari. 
As Hayakawa comes to attention, the 
hari-kari knife tears at his vitals and, 
grimly trying to hold back the pain, 
he orders “Forward March!” Then he 
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Jowly sinks to the ground and dies. 
This scene was photographed with 
Hayakawa and Hunter moving toward 
the edge of a hill overlooking a small 
valley where over 800 Japanese sol- 
diers are calmly waiting for orders 
to attack the Marines. The dolly- 
mounted camera travels along in front 
of them as they move forward to the 
brink of the hill and, as they reach 
their objective, the camera trucks 
backward and, keeping both actors 
in the frame, pans to reveal the wait- 
ing Japanese soldiers. It is then that 
Hayakawa plays his impressive scene. 
Fork-Lift Camera Boom 

Guffey employed his improvised 
fork-lift camera boom for the final 
scene In the picture. As Jeffrey Hun- 
ter leads the Japanese prisoners in 
“nied-piper fashion” from out of the 
valley and toward the American lines, 
two : cameras (one fitted with a 
“70m” lens) are slowly lifted 30 feet 
into the air by the fork-lift and then 
down again. It is a dramatic and ef- 
fective shot. 

Most of the interiors as well as the 
U. S. locations were filmed after the 
company returned to Hollywood. The 
interior of Hayakawa’s cave headquar- 
ters was made on one of the sets con- 
structed in the Camp Hansen gymna- 
sium. 

I concentrated my personal movie 
making mainly around the beachhead 
invasion and the banzai attack scenes. 
Most of this footage was devoted to 
scenes of the production crew at work: 
Gufley and his crew in action, Karl- 
son rehearsing actors, make-up men 
at work, and various shots of the 
principal actors relaxing “between- 
takes.” Jeffrey Hunter is also an 
amateur movie maker and works in 
lémm with Bolex cameras. John 
Larch, who plays Gabaldon’s company 
commander, is another amateur filmer. 

My equipment consisted of two 
Bolex cameras: one an H-16 model 
equipped with a Pellegrini variable 
shutter and the other a new “REX” 
reflex model with an attached auto- 
matic fading device, Exposure read- 
ings were taken with General Elec- 
tric and Norwood meters. It was not 
possible to use a tripod without get- 
ting in the way of the crew, so all 
shots were made with camera hand- 
held; however, I was able to support 
the camera frequently on _ ladders, 
parallels and several times on an un- 
used 35mm camera tripod. In _ this 
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connection, the Stevens camera bases 
I use on my cameras were of con- 
siderable benefit. 

I was able to shoot a number of 
actual scenes from the picture being 
photographed. However, I shot only 
those scenes made without sound and 
some of the big battle scenes which 
included only sounds of artillery and 
gunfire. This precaution was neces- 
sary to prevent sound of my un- 
blimped camera ruining the sound 
track. For some of the dialogue 
scenes, | was able to shoot rehearsals. 
This was done well to the rear of 
Guffey’s camera positions and I al- 
ways included in such scenes both the 
crew and the players in action. Here 
I should like to express my apprecia- 
tion to “Chuck” 
grips who somehow always had an 


Hanawalt and his 


extra stepladder or unused parallel 
handy when I needed one to shoot 
from. . 
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a block long and a half block wide. 
Arling gave this sequence a great 
deal of thought before deciding to 
cover the exterior set with tarps (tar- 
paulins) and shoot it under artificial 
light. “At first I thought I might be 
better off to let the sunlight in.” he 
explains, “but I was deterred from this 
for the reason that we were shooting 
in the winter and couldn't be sure we 
would get a sunny day. There were 
about 200 people involved, and that’s a 
pretty big call these days. Regardless of 
what kind of day I had gotten, I would 
have had to shoot the sequence—and 
if I'd gotten a foggy day I would have 
been in trouble, because the establish- 
ing scene shot in Africa was filmed in 
very hot sunlight, which these scenes 
had to match. If the day were sunny, 
I would have had to keep 200 people 
waiting while the crew pulled the over- 
head rigging to eliminate shadows of 
lights and cross-beams, Before mak- 
ing a decision I studied the set for 
several days to determine if the shoot- 
ing day would be long enough for 
filming in sunlight—but because the 
set was rather like a canyon, the sun 
passed over it quickly so that by three 
o'clock in the afternoon it was filled 
with heavy shadows. All things con- 
sidered, and especially since I would 
need the tarps for the night quarry 





sequence, it seemed like the best judg. 
ment to go ahead and shoot the day 
scenes with the tarps pulled also.” — 

Working under the tarps permitted 
greater control, but with SO many 
lights involved the flic kering of the arcs 
caused inevitable delays. This was 
especially so when yellow carbons were 
used. Yellow carbons burn at the 
same color temperature as incandes. 
cent lamps (about 3300° Kelvin) 
that the two types of light can be 
mixed, eliminating the necessity for 
filters in front of the arcs. However. 
the yellow carbons tend to flicker, 
whereas the white carbons, used jp 
matching daylight and also in nigh: 
photography, burn more steadily. 

The night quarry sequence gave 
Arling opportunity to make full use 
of a technique which he had em. 
ployed only sparingly in previous 
films—the mixing of warm and cold 
light. The sequence depicts a crowd 
of prisoners at work in the quarry 
at night. The set is generally suffused 
with an overall cold light of a slightly 
bluish tinge to suggest moonlight. The 
areas of action are bathed in pools 
of amber light to simulate the torch- 
light supposedly illuminating the 
scene. The contrast of the warm 
torchlight against the blue moonlight 
of the shadow areas created a highly 
pictorial mood. This mixture of light 
was again used effectively in a se- 
quence shot on the stage depicting 
the forest glade in which an outdoor 
festival and wedding take place. 

One of the attributes of a top-notch 
cameraman is his ability to keep the 
company shooting, if possible, no mat- 
ter how had the weather. During 
shooting of “The Story of Ruth” a 
siege of overcast forced the company 
to shoot indoors until it finally 
ran out of interior sequences, and 
there was nothing left to shoot but 
exteriors. Arling decided to take ad- 
vantage of a bad situation and tum 
it in favor of the story. 

There is a sequence in which Naomi, 
in despair, kneels to pray. She hears 
a voice calling and goes outside to 
find an old man. Jehoam—a mysti- 
cal and prophetic figure—who tells 
her to trouble her heart no more, for 
from the widow of her son will issue 
a great king and a_ royal house. 
a prophet who will be worshipped as 
the Messiah. He asks for bread and 
she rushes to get it, only to find him 
gone when she comes out. Immedi- 
ately thereafter there follows a life- 
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giving rainstorm to break the deadly 
drought that has plagued the parched 
nation. 

The day on which this sequence 
was to be shot was extremely over- 
east. Arling thought of the golden 
light that sometimes emanates from 
the sky just before a storm—so he 
put yellow carbons in the arcs used 
as booster lights. The result is a 
golden glow which bathes the scene 
and gives it a supernatural aura 
exactly in key with the mystical mood 
attendant to the appearance of the 
prophet. 


Technically, the photography of 
‘The Story of Ruth” is honest and 
straightforward. That is to say, there 
are no exaggerated angles or tech- 
niques used strictly for effect. The 
camera moves only to follow action 
and not for the sake of movement 
itself. Colored light is used sparingly 
and only when well-motivated. The 
entire film was shot without diffusion 
of any kind in front of the lens. As 
Arling explained, Elana Eden _pos- 
sessed such natural beauty there was 
No justification for trying to enhance 
it further with diffusion. And as for 
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the other players they needed all the 
facial lines and character features that 
sharp photography could give them. 

For closeups Arling used one of 
the new non-distorting 3-inch lenses 
turned out by Bausch & Lomb for 
20th Century-Fox. This lens can be 
focused down to three feet without 
producing distortion. Cross-lighting 
was used on the male players to bring 
out character lines and make them 
look ruggedly virile. It also enhanced 
the apparent depth of field, even when 
shooting at £/4. 

For Arling, this opportunity to 
photograph a Biblical picture became 
the fulfillment of a dream. Sometime 
earlier, he had spent a great deal of 
time studying the art of the Old 
Masters in the National Gallery in 
Washington, D.C., in the Louvre and 
also in museums in Rome. He had 
been particularly impressed with the 
way Michelangelo modeled the light- 
ing on his figures. “The Story of 
Ruth” gave Arling a perfect oppor- 
tunity to apply what he had learned 
from the works of the Old Masters, 
because the elements of the film were 
so similar to the subject matter painted 
by these classical artists. Even the 
rough texture of the walls and the 
homespun character of the fabrics in 
the Judean sequences were very like 
those shown in many of the religious 
paintings he had seen, and he tried 
(most successfully) to reproduce the 
aspect of depth and roundness and 
the lighting in those paintings. It was 
quite a departure from the bright, 
full-front lighting used on his previ- 
ous assignment, the hit comedy “Pillow 
Talk.” For Arling, the picture was 
in every way a happy assignment. ® 
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he was supposed to be eighty-five. 
From then on, if scenes had to be 
matched, we had the necessary infor- 
mation on our basic set-up. 

The bulk of the production took 
us on the sound stage where most of 
the sets had already been built and 
dressed. The greater number repre- 
esnted offices and homes around the 
turn of the Century. To keep this 
mood, flat lighting and standard ef- 
fects, such as Venetian blind patterns, 
were avoided. Costumes and general 
decor were all in dark, somber colors. 

Since Kodachrome prints do not re- 
produce dark colors satisfactorily, all 
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woodwork in these period sets was 
stained a medium walnut for repro- 
duction as dark mahogany; and cos- 
tumes, such as navy blue suits, were 
an electric blue. 

To achieve the effect of true “source 
lighting,” we always tried to show 
electrical fixtures in the scenes. Wall 
fixtures worked with No. 1 photofloods 
adequately shielded to prevent flare. 
Our prop department came up with 
some interesting colored glass fixtures 
which supplied ready-made shielding. 
Naturally, the usable photographic 
light came from regular studio lamps. 
Our standard overhead lamps were 
2,000-W spots mounted on swivels set 
up on parallels. Key lights were, in 
most cases, 5,000-W spots with large 
cones for fill. 

Where an obvious light source was 
lacking, the effect of daylight coming 
through windows was used. If no win- 
dow actually showed on the set, the 
pattern of a window of the period was 
projected into the scene. 

Until we began shooting 
which required gas light sources, these 
sequences presented no real problems. 
Some of them, however, had to begin 
with gas and then change abruptly to 
electricity. One of our largest set-ups 
depicted the St. Louis Exposition of 
1898. The crowd was milling about an 
electrical display, presumbly lit by gas 
jets. During the take, the display was 
turned on, bathing the crowd in 
“white” light. To achieve this, two 
lighting set-ups were used, each tied 
into an independently-operated dim- 
mer. 

The “gas jet” scenes were handled 
by hard crosslighting with yellow gels 
over all the lamps. Very little fill was 
used and the result appeared as indi- 
vidual gas jets on either side of the 
crowd. On cue, the “yellow” lighting 
set-up was killed and the normal 
“white” set-up was turned on. This 
latter equipment, of course, had no gels 
and color temperature was balanced to 
give natural flesh tones. We lighted 
for much less contrast and used me- 
dium to strong fill. The total effect was 
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amazingly realistic. 

To conclude the sequence, an elab. 
orate miniature of the whole Expos. 
tion was constructed. This scene fol. 
lowed the one of the crowd and showed 
what appeared to be hundreds of lighs 
blinking on all over the Fair Ground 

The next sequence we shot actually 
preceded the Exposition scenes, It 
showed the rescue of Oley who had 
been knocked unconscious by a shor 
in a switchboard, which extinguished 
all backstage lights. Carrying a kero. 
sene lantern, a fellow worker gTopes 
through the blackness. The backstage 
atmosphere was produced by use of 
our stage parallels and a switch pane 
of the period. One 5,000-W spot with 
a yellow gel gave a faint idea of the 
location, with the rescuer materializing 
out of the blackness, carrying his lap. 
tern. For this effect, a 2,000-W spo 
with a yellow gel turned the trick and 
a medium snoot was mounted to con. 
fine the beam to a round spot. Since 
our actor was walking towards the 
camera, the spot had to track him and 
follow each movement of the lantem. 
In order to gain enough exposure, the 
set lamp had to be spotted down al 
most all the way and keeping a con- 
stant distance from the actor was im- 
portant. A medium shot followed where 
the rescuer stumbled over Oley’s body 
and knelt down to revive him. Follow. 
ing this action called for extreme ae- 
curacy on the part of the spot operator. 


We had another interesting problem 
where the original founders of the 
Union were to be photographed by an 
old-fashioned 8x10 view camera. Our 
objective was a shot through the back 
of the camera as the photographer 
would see it, with the effect of the 
camera being brought into focus. To 
get this, we removed the ground glass 
from the back of the view camera, set- 
ting our own equipment in a position 
which filled our frame with the back of 
the old-fashioned number. 

The ten Union men grouped before 
the camera were lighted, and separate 
lighting was set for the back of the 
camera. However, since the group had 
to be shown going in and out of focus 
but with the back light staying sharp. 
we managed this by first killing the 
illumination on the back of the old 
portrait camera. Then the group df 
men was lighted and photograped with 
the in-and-out of focus effect. After the 
take, the shutter of the Mitchell wa 
closed, the lens capped for safety a” 
the film cranked back to the beginning. 
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The lights for the back of the old cam- 
ora were then turned on; our camera 
focused on it and the lighting of the 
group Was killed. The re-exposure gave 
ys the desired result, with the group 
coming into focus while the back 
taved sharp. In making such a shot, 
of course, the camera had to be rigidly 
locked in position. 

These were but a few of the prob- 
lems we encountered in shooting this 
picture. They were headaches, to be 
sure, but the answer print quickly 
showed it was worth all the effort. & 
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mon example of this occurs in the 
reversal of image and object in the 
case of projection as compared to pho- 
tography. In the latter, we have an 
image on film which is photographed 
in the usual manner. When projected, 
the same image, with the aid of a light 
source, is pushed back through a lens 
system, similar to the one used in pho- 
tographing it, and the object is thrown 
hack to pseudo infinity. Were the lens 
used in projection of the same focal 
length as that used in photography, and 
the distance-to-screen the same as the 
object-to-camera distance, the projected 
image would be the same size as the 
original subject. 

With this explanation, we establish a 
foundation on which to advance the 
principles of conjugate foci as em- 
ployed in photography with extension 
tubes. And we might also attempt to 
darify the meaning of this term: Foci, 
of course, is the plural of focus; con- 
jugate, in this instance, means “com- 
bined in pairs.” Roughly then conju- 
gate foci are the distances from the 
lens to the image, and from the lens to 
the object. 

The standard cine camera lens is 
frst considered in focus at infinity. By 
increasing the distance from lens to 
film, it then becomes necessary to 
shorten the distance from lens to object 
lo arrive at the conjugate foci. The 
greater distance that is selected for the 
focusing tube, the shorter will be that 
distance from lens to object. This in- 
volves something of a problem in pho- 
lography, as often the lens is so close 
to the object that it is difficult to illum- 
inate it. As the distance is increased, 
the size of the image is also increased. 
A few of the fundamentals may be 
important to the reader; the simple 
tules which should be applied pertain 
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to the image size. When a lens is ex- 
ated to a distance which is twice its 
taal length, and the object is also 
placed the equivalent of two ue 
lengths distant. the film image will - 
the same size as the object. This is 
almost the limit for short focal length 
lenses such as used in cinematography, 
although telephoto lenses require longer 
xtension tubes to retain this proportion. 
In undertaking cinematography with 
extension tubes, it is necessary that 
there be some method of reflex or 
through-the-lens 
This is because 
the lens will be very small, and parallax 


focusing employed. 


the area covered by 


will be a problem. Also, careful focus- 
ng is necessary due to the extremely 
imited depth of field actually almosi 
nil. 

The answer to the second question 
posed by the filmer referred to in the 
opening paragraph, viz., “Will use of 
extension tubes reduce the original f 
value of the camera lens?” is yes. The 
(/value of the lens will be changed and 
talso will be necessary to determine a 
complete new set of f/values for the 
ens when it is to be used with exten- 
sion tubes. 

Charts are available in many photo- 
waphic handbooks that show the f 
value changes for various lens-exten- 
ion-tube combinations at a_ glance. 
One such chart is reproduced at the 
eginning of this article. ) 

In order to keep the explanation as 
imple as possible, we will consider the 
se of a l-inch extension tube with a 
linch lens. This makes it simpler 
mathematically to apply the formula 
lor exposure. Here the lens measure- 
ments have been converted to milli- 
meters the l-inch lens equalling 
2mm: 


Distance of lens to image squared 


Focal length of lens squared 


or 
Wx 50 9500 { 
x 25 625 l 


The exposure, therefore, for the tube- 
ens combination in question, must be 
increased 4 times. Thus, if an exposure 
meter reading indicated an exposure of 
'/8, for the l-inch lens alone, it would 
‘enecessary to set the lens at £/4, when 
ising the lens with an 1-inch extension 
tube. 

_ [fe take the problem of the tube- 
0s combination suggested by the 
ilmer, i.e., the 14-inch extension tube 
with the l-inch (8mm camera) lens, 
the lens to image distance is 114 times 
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the focal length, which produces an 
image size equal to one-half that of 
the object. In this case, however. the 
distance of the object from the lens 
must be increased to obtain sharp focus. 
thus (here again the lens size is 
changed to millimeters, 114-inches 
equalling 37.5mm) : 

5S = 327.5 1406.25 2.25 
3 «3 625 l 


in which case the exposure must 


1 


~] 


» 
vo 


be increased 21) times. The new 
value of, say, £[/3.5 would become ap- 
proximately [/5. 

In this same example, the distance a! 
which the object should be placed is 
determined by the following formula: 


Focal length of lens plus Focal length 
of lens 


Magnification (or reduction) 


or 
25 + 25 
0.5 25 50. or 75mm 


(converted back to inches equals 3) 


Where it is necessary to calculate the 
revised {/ value of a certain lens-tube 
combination to correspond with the 
lens stop indicated by an exposure 
meler reading, divide the f/ number 
(indicated by the meter) by the sum 
of the focal length of lens and the ex- 
tension tube. Then multiply this figure 
by the focal length of the lens, The 
result will be the f/ stop at which the 
lens should be set in order to achieve 
the exposure indicated by the meter. 

a 
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Both of the Ektachrome ER films 
are multilayer, three-color reversal 
types with dye-forming couplers built 
in. These consist of a clear gelatin top 
layer for protection against abrasion; 
a blue-sensitive emulsion with a coupler 
to form the yellow dye image; a yellow 
filter layer; a green-sensitive layer 
with a coupler to form the magenta dye 
image; a clear gelatin interlayer to 
prevent color contamination; a_red- 
sensitive emulsion with a coupler to 
form the cyan dye image; a clear gela- 
tin insulating layer; the antihalation 
layer; and finally the safety support. 

For use in conjunction with these 
camera films, Eastman has developed 
Ektachrome Reversal Print Film, Type 
9386 (35mm) and Type 7386 
(16mm). It is a fine grain, high-defi- 


321 S.Wabash 


Ss T 
3-COLOR METER 


The ONLY meter that measures all 
light sources, including DAYLIGHT, 
accurately! 

SPECTRA 3-color meter measures the 
proportionate amounts of all three 
primary colors present in the light 
source and indicates the filters neces- 
sary for positive color correction in 
Spectra Index Units. (°Kelvin con- 
version table supplied) 


Write for descriptive 
literature and 
complete specifications. 


‘PHOTO RESEARCH CORP. 


Karl Freund, A.S.C., President 
BS7TNO. CAHUENGA BLVD 
HOLLYWOOD 38, CALIFORNIA 


A\GHT BUDGET 2 


RENT 


CAMERA LENSES 


Now! If you are working on a 
tight budget, but. want to make 
a tremendous showing: at a small 
outlay ... your T.V. station can 
RENT the World's finest Lenses 
from B & J. Extensive selection! 
Off-the-Shelf Delivery! Pioneers 
in T.V. Optics—since 1936! 
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For Color — Black and White 


. . , Choice of Focal-lengths, Apertures, and 
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(Pathe’, Filmo, Bolex, etc.) 
and 35mm (Eyemo - Mitchell) 
—Normal, Wide-Angle, Tele- 
photo, Zoom! 

Write for Special 8 page 
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nition material designed for making 
high-quality prints from reversal cam- 
era film originals. 

One of the advantages of these new 
color materials is the fact that both 
the camera and the print films can be 
processed in the same solutions and 
with the same equipment. This is par- 
ticularly advantageous in the produc- 
tion of high-security defense record 
films because processing can be done 
at the same laboratory for both orig- 
inal and print films. This special proc- 
essing advantage can also be useful 
where it is important to obtain a color 
print from the original as quickly as 
possible. In addition to security consid- 
erations, this would be helpful, say, 
where movies are taken on a firing 
range or test site, and it is desirable to 
have prints as quickly as possible. In 
a suitable machine the whole process 
can be run through the one set of 
chemicals. 

The high speed of the tungsten emul- 
sion makes it possible to photograph, 
with no additional lighting equipment, 
in-plant movies for training of employ- 
ees, for time/motion studies, or prog- 
ress reports required in government 
contracts. It also has a wide potential 
in sales presentations, both to dealers 
and for public relations films. 

For general production work under 
favorable lighting conditions Ekta- 
chrome Commercial Film is _ ideally 
suited because of its lower contrast and 
better definition. Should ER Film be 
brought in for the tricky light condi- 
tion, a slight problem arises. In p: par- 
ing a print for projection it has been 
found advisable to intercut only at ob- 
vious scene changes. 

Raw stock and latent image-keeping 
characteristics of these new camera 
and print films have proved similar to 
those for other colors films. 


The above is based on a full technical 
description of Eastman Ektachrome ER Day- 
light and Type B Films and Ektachrome 
Reversal Film presented at the Society of 
Motion Picture and Television Engineers’ 
Convention in Los Angeles, May 1-6, 1960. 
Illustrations are used with the permission 
of the S.M.P.T.E. Journal, which plans 
early publication of technical papers on 
this subject. 
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processing tanks or similar roll take-up 
devices, simply did not produce con- 
sistently clean results from one end 
to the other of a hundred-foot roll 
of film—due to the fact that the be- 


ginning and end of each roll received 
less developer and agitation than the 
center portion. This led to adopting 
a circular dip-rack type of develop- 
ing unit. This superior 
processing of news and TV commer- 
cial films and resulted in improved 
TV transmission of this type of video 
material. 

With our processing problems ap- 


produced 


parently overcome, everything went 
along fine until an over-zealous sales 
representative of the station sold an 
account a schedule of film commer- 
cials which required much more of 
my time to shoot and longer hours in 
the darkroom. 

When the pressure backed up and 
produced a jam, I was asked: “Why 
don’t you send the film to a profes- 
That was an easy ques- 
for the commercials 


sional lab?” 
tion to answer. 
invariably were shot in the morning. 
rushed to the station and processed. 
then edited into the station’s pro- 
cramming of afternoon and _ late 
movies of the very same day! No 
within convenient 


give us the service 


commercial lab 
distance could 
necessary to meet such a deadline. 

The Fszol “process” is an outgrowth 
of my experience in reversal-develop- 
ing of news slides for TV, in which 
the reversal process is brought to a 
halt following the bleach washing. 
The resulting semi-transparent creamy- 
looking unexposed silver salts formed 
an image that proved more than satis- 
factory for television transmission. The 
next step was to apply it to motion 
picture film. (See illustrations. ) 

The theory behind the thinking 
that led to working out this process 
takes into account the manner in 
which the average TV set functions. 
Actually, the screen of a home TV set 
is an off-white color when not in use: 
but when turned on, the ratio of white 
to dark areas in the picture content 
produces an illusion of solid blacks 
and whites giving the appearance of 
a picture having high contrast. I 
theorized that if this illusion works 
for TV, it might also work when par- 
tially-developed film was transmitted 
(televised). Also, it would lead to 
saving fully an hour of process- 
ing time, using the hand-processing 
method at the station. 

The first step was to shoot a hun- 
dred-foot roll of film for a test. This 
was subjected to the first developer 
for a period of 6 minutes, then washed 
for 5 minutes, and bleached for the 


same amount of time. A surplus of 
wetting agent was added to the fina 
wash, the film squeegeed, then drie 
in warm air. Total time for the 
process was 27 minutes, and the film 
was ready for editing or direct bro 
(Incidentally, this meth: 
can produce reversal prints jn smal 


jection. 


automatic film processors, such as the 
Bridgamatic or Fairchild outfits but 
requires some experimentation to ¢. 
termine the correct speed and tem. 
perature for the particular unit.) 

The advantage of utilizing for T\ 
transmission the undeveloped imag 
produced by the method described 
above is that the darkest area in th 
print can still pass a portion of th 
projector light, allowing greater ee. 
tronic control of the televised image 
and produces superior quality over , 
normal black-and-white print. 

The bleached incidental; 
may be screened with any ordinan 


print, 


16mm _ projector for audition or jp. 
Later, it can ) 
remainder of th 
(omitted in th 
Fszol process) to convert it to a nor 
mal black-and-white print. 

A one-minute commercial produced 


spection purposes. 
run through the 


reversal solutions 


hy this method has been televised 
weekly for a period of two months 
with no deterioration ir 
aural or visual quality. All our nevws 
films at KIVA-TY 
are now being processed by this shor'- 
time method, which is recommended 
to other TV working 01 


limited budgets, as a means of saving 


apparent 


and commercial 


stations. 


time and money. 





CHESTERFIELD COMMERCIALS 
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on both sides of an assembly line that 
turns out a car a minute required 
shooting an area with substantial depth 
of field and working in close quarters 
to following the production proces 
down the line . . . and not delaying that 
process for even a second. 
American Film Producers of Net 
York, which turned out the TV film 
series, decided that portable equipment 
and fast film requiring a minimum af 
lighting was the answer. 
The film choice was Kodak Tri\ 
negative. Cameraman Stanley Meredith 
has been using Tri-X in similar inter 
ior situations since its introduction. For 
lighting, AFP utilized a minimum al 
ten ColorTran Master-Lites that pi 
vided up to 5000 watts of illumination 
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each with 500-watt Par 64 bulbs ; also 
on Senior transformer and six Quad 
Lights with No, 2 reflector-flood bulbs 
The Quad lights prov ided special flexi- 
pility in that bulbs can be changed for 
ome with higher strength if needed. 

The use of fast film with resultant 


conomies in lighting equipment and 


crew made it possible to obtain as many 
as ten shooting setups a day—better 
than par for even interior studio film- 
ing where problems of interference 
with plant activity would not arise. The 
flexibility afforded by a tight operation 
allowed the crew to be on the spot when 


Continued on Next Page 
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spEED—What Does It Mean in Photography? 


By DON NORWOOD 


SPEED is a word which is heavily over- 
worked in photography. Haven’t you 
heard a person say that the speed of 
his lens is {/2? Another say that the 
speed of his film is ASA 50? And still 
qnother state that the speed of his 
camera shutter is 1/50th? 


How about this ?77? 


—__ 
— 
— 


HIGH ~ SPEED LENS 


It's a little confusing the way the 
word speed is used indiscriminately in 
connection with so many different 
camera elements. 

Actually 
rate of motion. Rate of motion implies 
the two factors of distance and time. 


When both of these factors are preseut 


the word speed denotes 


the use of the word speed is appro- 
priate. If either or both are absent, 
use of the word speed may be awkward. 
Consider the case of the following 
satement. “The shutter speed is 24 
frames-per-second (revolutions-per-sec- 
ond).” The two factors of distance and 
time are both present. Therefore this 
isa correct and significant statement. 
Ih the case of a film emulsion the 
‘uation is quite different. The ele- 
ments of distance and time are hardly 
included in such a unit of measure- 
ment as ASA 32, for example. Would- 
nt it be much better in this case to 
refer to film sensitivity, instead of film 
speed? After all, the film is sensitive 
tolight; and different films have differ- 
ent degrees of sensitivity. 
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The case of camera lenses is also 
interesting. Related elements of dis- 
tance and time are not included in 
such a unit of measurement as f/2, 
for example. In this case wouldn’t it 
be better to refer to the lens transmis- 
sion, rather than to the lens speed? 
The function of the lens is to transmit 
light. 

In the case of still camera shutters 
we may note the prevalent use of the 
word speed to denote the length of 
time during which the shutter is open. 
Wouldn’t it be much more appropriate 
to just say shutter time, instead of 
shutter speed? 

It is unfortunate that significant 
communication between humans is dif- 
ficult at best. Then why add handicaps 
by inappropriate usage of a normally 
good word, such as speed? 


How about this ??? 





SLOW- SPEED FILM 


For the sake of greater clarity of 
communication it is suggested that the 
word speed be discontinued as a catch- 
all term in photography. We might do 
better to refer to— 

Lens Transmission in f-stop or T- 
stop units. 

Film Sensitivity in ASA units. 

(Still Camera) Shutter Time in frac- 
tions-of-a-second units. 

(Movie Camera) Shutter Speed in 
frames-per-second units. 

Such phraseology would be consist- 
ent and informative. " 
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Film Picture Viewer 





This advanced professional NCE 35mm _ Viewer 
combines the functions of viewer, synchronizer, 
footage counter and frame counter—all in one 
unit. Embodies many new advantages plus fea- 
tures found only in much higher priced units. 
Built-in precision optical shutter assures extra- 
smooth projection of running picture; or of 
single frame for frame-by-frame editing with a 
sharp, clear, brilliant picture 344" x 44%4"". 
Picture can be stopped and viewed for periods 
of time without overheating or damage to film. 
Can be used with a sound reader for single sys- 
tem; available for additional 35mm or (t6mm 
sprockets for double system film editing. Sound- 
heads for magnetic tape can be added to addi- 
tional sprockets for any number of magnetic 
tracks. Adapts easliy as combination viewer /syn- 
chronizer, assembled to your specific needs. 


Priced ONLY $595 
Available Soon: same model in {6mm 
@ Write for brochure 
NATIONAL CINE EQUIPMENT 
209 WEST 48th STREET, NEW YORK 36, N.Y. 


West Coast Sales: 
Gordon Enterprises, No. Hollywood, Calif. 


NEW 


TIME-LAPSE CAMERA MOTOR 


BUILT BY MEN WITH 25 YEARS EXPERIENCE 
STOP MOTION 
ANIMATION 





age. NEWPRICE $6930 


ONE YEAR GUARANTEE 


. POWERFUL MOTOR WITH INTERNAL BRAKE 
IN ALUMINUM CASE 

. MOTOR SWITCH: INTERMIT TENT-CONTINUOUS 

. LIGHT SWITCH: INTERMIT TENT-CONTINUOUS 

. LIGHT (OR RELAY) OUTLET 

. REMOTE CONTROL INLET (SWITCH OR TIMER) 

. STANDARD TRIPOD THREAD ON BOTTOM 

. CONNECTS WITH CAMERA BY PLASTIC TUBING 


ROLAB 


PHOTO-SCIENCE LABORATORIES 
SANDY HOOK, CONNECTICUT 


OTHER ROLAB PRODUCTS: CAMERA TIMERS 
(INTERVALOME TERS), MICROCINEMA APPA- 
RATUS, ETC. 


FAMOUS Ready-Eddy FILM COMPUTERS 
(SECONDS-MINUTES-F EE T-FRAMESETC) 
THOUSANDS 
IN USE ALL 
OVER THE 
WORLD 
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CAMERAS 

Arriflex-l16mm w/matt box 16, 25, 50mm 
Xenon lenses 

Arrifiex-l6mm heod only 

Cine-Voice conversion turret camera 13, 
25, 63mm lenses, 1-500 ft. magozine, 
omplier, mike and cables 

Arrifiex-35 w/120 shutter, motor, matt 
box, 35, 50, 75mm Zeiss lenses, battery 
end chorger 

Cinefiex 35mm camera w/200 ft. mag., 
12 volt DC motor, and power cord 

Filmo comera w/spider turret, new type 
finder, and freezolite bracket. No lens 

Bell & Howell 35mm standard mode! D.D. 
High Speed comera w/cable and extra 
belts, case 

Bell & Howell 
2616 w/170 
overhauled & refinished 

Berndt-Maurer 16mm i 
comera w/sound equipment, galvo, am- 
plifier, 3 lenses, 2-400 ft. mags., and 
6 cases 

Cine-Specic! comera w/4 lens turret and 
100 ft. mag 

Cine-Special | camera w/100 ft. mag. 
and | inch lens 

Mauvrer-O5 Camera heod only 
features and 1-400 ft. mag. 

DeVry 35mm camera w/50mm lens 

Auricon Pro 200 16m camera w/VA gaivo 
complete w/amplifier, mike, and cable 


EDITING 

Bell & Howell 16mm viewer 

Movicla counter w/seconds, 
hours 

Moviola 35/35 w/bulls eye, no mag., com- 
posite sound 

Moviola 35/35 Preview large screen w 
mag, footage counters 

Neumade large film barret and racks 

Neumade firm roller trucks, half rack 
w/ casters 

Moviola editing machine (UCS) 35/53 old 
mode! cutters machine only, no take up 
up arms, optical ocmposite sound 

Moviola 35mm Model ‘'D Bulls Eye, 
cutter heod only, no take-up arms 

Neumoade Splicer R-2 (35mm) or R-13 
(16mm) 

Moviola Model ‘‘D’’ Picture Head w/toke 
up arms, variable speed, foot pedal 
Precision Reader, Sound, optical only, 

Model 600 
Moviola 2/16 Sync 
Moviola 4/16 Sync 
Cine Special sync motors 
Mitchel! 400x35 magazines 
Bell & Howell 400x35 Bi-Pack magazine 
Houston Crab Dolly w/electric pump 
2/35 Neumode Sync 
Neumade Heavy Duty Power rewinds w 
foot pedal—16 or 35mm 
Neumode Dynomics rewind—1!6 or 35mm 


35mm Stondard comero 
shutter, unit | shuttle, 


w/bilt-in 


minutes & 


Mitchel! 12 volt 35mm variable speed 
motor 

Filmo motor—116 volts, 34 frame syn 
w/cable 

Moviola 16/16 w/Bulls Eye, no mo 
composite sound 

Trickle Chorger for Arri. wet cell battery 

Zoomor lens, | to 3 inch, in ‘*S'’ mount 

Pan Cinor, 20 to 60 mm in ‘‘C’’ mount 


Cinegon 20mm in Arri mount 

Mikro Kilor 40mm liens 

Eyemo motor, variable speed, 24 volt 

Mitchell Viewfinder 

Wall Sync. motors, 220 volt, 50 cycle, 3 
phase 

Bell & Howell magazines 400x35, metal 

Bel! & Howell Stop-Motion Motor (can be 
adapted and used on Mitchell) 

Bel! & Howell magazines, 100x35 

Spectra 2-Color meter 

Filmline Model ‘‘K'', 16mm Neg. Positive 
Processor, w/air compressor, syphon and 
tronsfer pump, angle iron stand, 1200 ft. 
capacity 

Specwa 3-color Meter 

Bell & Howell geared head tripod, com- 
plete w/bose 

Akeley Tripods, gyro head 

Cine Spec. Stop Motion Meter 

SOUND — PROJECTION — LIGHTI 

G-924 Mixer (3-position) 

Magnasyne recorder, 16mm X-400 

Reeves 16mm PVI00O Recorder 

Tapak Recorder 

Magnemite Recorder 

DeVry 35mm projectors 
sound equipment) 

GPi—Jan Projector 

Movement 

Colortron Jr. Kit... 


CAMERA EQUIPMENT CO., 


$550. 


(available with 


w /speakers—Genova 


JUdson 6-1420 





$1,400.00 
1,000.00 


1,000.00 


1,000.00 
300.00 
150.00 


2,600.00 


2,500.00 


1,850.00 
450.00 
350.00 


2,000.00 
175.00 


1,200.00 


75.00 
90.00 
900.00 


1,800.00 
17.50 


32.50 


375.00 
150.00 

22.00 
200.00 


10.00 
150.00 
150.00 
375.00 
150.00 

65.00 
350.00 


250.00 
75.00 


250.00 
125.00 
200.00 


1,000.00 
260.00 


350.00 
00 & UP 
300.00 
NG 
250.00 
600.60 
1,200.00 


300.00 
200.00 


500.00 


1,000.00 
137.00 


INC. 


315 West 43rd Street, New York 36, N.Y. 


CHESTERFIELD COMMERCIALS 


Continued from Preceding Page 


a tremendous mult-million-dollar steam 
turbine was swung high overhead and 
gently lowered onto a railroad flat-car 
for shipment. The scheduled time was 
3 p.m., and the crew was able to shift 
from another location and set up in 
less than an hour for this unrehearsable 
event. 

Similarly, in the Buick plant where 
there was a problem with camera an- 
gles in extremely close quarters, it was 
possible to suspend the camera from all 
sorts of improbable locations without 
an extensive lighting set up. 

Director Glesnes considered switch- 
ing to a slow film for close-in product 
shots, but decided that it would inject 
a jarring note for the viewer. Since 


only side-by-side comparison of films 


would show up any differences. he 
thought it preferable to maintain the 
realism of the same film texture. situa. 
tion and mood as used in the establish. 
ing shots. 

The results of this production activi. 
ty produced two 60-second television 
commercials (Power Builders” and 
“Auto Builders”) for use on the follow. 
ing network TV shows: “Black Saddle” 
“Adventures in Paradise,” “The Alas 
kans,”” “The Untouchables,” and “Lars. 
mie.” 

The selection of Tri-X negative fil 
AFP to maintain the high 
standards of the series with respect to 
the workers who were selected on the 


allowed 


job, the action covered, and the pho. 
tography; to produce beautiful closeups 
of the product in addition to the action 
shots; and come up with an efficient, 
economical way to surmount difficult 
filming conditions. " 





PHOTOGRAPHIC ASSIGNMENTS 


Continued From Page 400 


TWENTIETH CENTURY-FOX 


Leo Tover, ASC, “Marriage-Go-Round” 
(C’Scope & DeLuxe color) with Susan Hay 
ward and James Mason. Walter Lang 
director. 


Exrtswortu Frepricks, ASC, “High Time” 
(C’-Scope & Color) with Bing Crosby, Fabian 
and Nicole Maurey. Blake Edwards, director. 


WARNER BROS. STUDIOS 


Epwin DuPar. ASC, Westry ANDERSON, 
Burt GLennon. “Maverick”* with James 
Garner. 


Warrer Castie, ASC, “The Roaring Twen- 
ties”* with Rex Reason. 


Evurs Carter. ASC, “Room for One More” 
WESLEY 
Walker. 


Russe. Hartax, ASC, “Sunrise at Campo- 
bello” with Ralph Bellamy and Greer Gar- 
son. Vincent Donahue, director. 


ANDERSON, “Cheyenne”™* with Clint 


Tuomas Tutwiter, ASC, Commercials* 


ArtHurR Artinc, ASC, Commercials* 


James Droveunt, Commercials’ 


Boris KaurMan, ASC, “Splendor in the 
Grass” (Newton Prod.) with Natalie Wood 
and Warren Beatty. Elia Kazan, director, 


Jack Carpirr. “Fanny” (Mansfield Prod.; 
shooting in Marseilles) with Leslie Caror 
and Maurice Chevalier. Joshua Logan, direc- 
tor. 


Harry Srrapiinc. ASC, “Parrish” (Shoot- 
ing at Hartford, Conn.) with Troy Donahue 


ind Claudette Colbert. Delmer Daves, 
director. 

Burt GLENNON. “Bourbon Street Beat” 
with Richard Long and Andrew Duggan. 


ASC, Rosertr Horrmay, “7 
with Efrem Zimbalist, Jr. 


Epwin DuPar. ASC, Westey ANDERSON, 
“Hawaiian Eye”* with Anthony Eisley. 


HaRoLp STINE, 
Sunset Strip”* 


Ratpu Wootsey, ASC, Eowrn DuPar, ASG 
“Lawman”™* with John Russell. 


Westey Anperson, “The Alaskans”* with 
Roger Moore and Dorothy Provine. 











INDUSTRY NEWS 


Continued from Page 390 


involved in animation film production. 

A highlight was a panel discussion 
of the different aspects of the story- 
board, moderated by Miss Mary Ellen 
Bute of Ted Nemeth Studios. Panelists 
included Wm. R. Duffy of McCann- 
Erickson, Robt. Klaeger of Klaeger 
Film Productions, Robert Yung of 


Elektra Film Prodns., and Eli Feldman 






of Pelican Films, N. Y. 

Warren Portman, animation equip 
ment designer and manufacturer, dis: 
cussed the preparation of artwork. 
operation of the animation stand and 
compound, and use of animation calle 
Arthur Florman, F&B President. 
discussed growing trend toward us 
of animaiton in in-plant film depatt 
ments, pointing out how newer, low: 


era. 


cost animation equipment has opened 
— ‘ 
up this field to them. 


AMERICAN CINEMATOGRAPHER 
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RATES: 


advertiser's name) 


Ads set in lightface type, 15¢ per word, minimum ad, 
$2.00. Text set in lightface capital letters (except lst word and 


20¢ per word. Modified display format (text 
et in boldface type, capitals or upper-and-lower case) $1.50 per 


ED 


ADVERTISING 


line. Send copy with remittance to cover payment to Editorial 
Office, American Cinematographer, 1782 No. Orange Drive, Holly- 
wood 28, Calif. Forms close Ist of month preceding date of issue. 
No discount on Classified Advertising. 


»**e 2224 @% 




















eee ™. a i tin titan aclalal ltlinlnaldlinllaatlttlatitltlnadtltltlatalinatlnalinatindl >>... ® ® * ® ® @e @ & & BB BF FB BF BAF BSWAWBWAWSB AWA 
sTUDIO & PRODUCTION EQUIP. STUDIO & PRODUCTION EQUIP. WANTED 
oy LET YE $.0.S. TRADING POST 


NE werid's finest yutomatic film processing 
N crid 

; jaole .or the motion picture 
processing machines from 


FILML 
is nes, now avariai 
adystry. Kodachrome ‘i'r 
a A 






Also processors for Anscochrome/Ekta- 
sstman Negative/Positive color and East 
‘olor reversal films Complete laboratory 
sist colo sxck/white 16mm, 35mnr 
Sten tims Lease plans or financing 
ble to rated concerns. Write FILMLINE COR 
YATIUN, Box 3, Miltord, Conn 
¢OS. 35TH ANNUAL BARGAIN SALE 
. ” See Ad on Pages 404 and 405. 
Values never re duplicated 
ange TAKEN. Phone PL 7-0440. Cable SOSOUND 
“ S.0.S. CINEMA SUPPLY CORP 
40? W. 52nd Street, New York 19 
inostaeh Branch—63 Hol.ywood Bivd. 
ies Hollyw 1, California 


Phone: HO 7-2124 





amera, buckle trip model 








25mm, 50mm and 75mm 
: Killfit telefotos Including matte 
eadium cell battery, charger, two magazines 


‘motor drive for magazine, DC synchronous 
Complete for $3.050 00 





ind carrvina case 

ship express [f epaid W G BOSWELL 370 
mers. Deiroi Michigan 

MAGNASYNC Recorder, $900.00 1 Ekotape re 

der with 1000 ycle advance signal, $175.00 

Holmes movie projector like new, $275.00 

Smm Model D Mc $150.00; 2 35mm DeVry 


meros, 2 lenses with each, £50.00 each; 2 TSI 
ectors. Model DU-6 and Moviematic, new demon 

tors $295.00 eavh W'BSTER VISUAL SALES 
2320 Rossville Blvd., Chatanooga, Tenn 


CEPTIONAL VALUES Bolex movie titler com 
plete only $150.00; Nikor 16mm processing equip 
nt $140.00: Bolex drive motor with case and 
tteries $60.00: PanCinor F2.8 20-60mm lens with 
se $175.00; Moviola 16/16 synchronizer $95.00 
% Junior tripod with panhead $100.00. All items 
but in excellent condition ROMAN AVER 
BECK, 1238 North 12th St., Quincy, Ill 


PROCESS PROJECTION EQUIPMENT 
PRECISION REGISTRATION USED MITCHELL OR 
STOM BLIMPED TYPE ON PORTABLE CASTER 
BASES. COMPLETE WITH SCREENS, INTERLOCKED 
DISTRIBUTORS, CABLES, INTERCOMS, LENSES, ETC 
FULL INFORMATION. PHOTOS AND PRICES ON RE- 
QUEST. BOX 1340, AMERICAN CINEMATOGRAPHER 








GOVT SURPLUS in new condition!! FILM DRYERS 
Smmx200 ft. capacity Stineman developing out- 
its. Eyemo camera lenses. ALL STAINLESS STEEL 
odel A-11B Houston developers. Also K-IA’s for 
f positive film AIR PHOTO SUPPLY 
eot. C-1, 555 East Tremont Ave, New York 57, 


LEX Leader, turret handle, third turret stop, 
"iter slot, filter holders, carrying case, rackover, 
owitar lenses: 16mm F2.5, 25mm F1.5, 50mm F1.4, 
omplete $375 Cine Special 200 ft. maga- 
sound sprockets, $200.00. Spectra color tem- 
we meter, type A, $100.00. Write Box 1376, 
MERICAN CINEMATOGRAPHER 








‘OR SALE 2 Magnasyne X-400 dubbers $1250.00 





— Magnasync recorder projector interlock, 
*/%9.00. Guaranteed like new. Tripods, Colortrans, 
ae mixer, lights, stands. all excellent 
Write for details. JOSEPH MEAGHER, 20700 Black- 
tawk, Chatsworth, California 

ee — — — 

NE SPECIAL 11 matched registration between one 
wy and one 100’ magazines Perfect, little used, 
aid new look—25mm, 15mm, 63mm, 102mm 


SxTARS matte box, filters, 8-64 wild 12V motor, 
Neny et. case, misc. Best offer. EDWIN KEN- 
“UY, 2855 Ogletown Rd., Newark, Delaware. 


ee 





‘OR SALE by 


Piete l6mm pr 


2mpany going out of business: 
a fessional movie and sound equip- 
yy, 2 in excellent condition Send for list 
>... GS one complete package or in part. 
noe, extemely reasonable. Write THE GORDONS, 
“7 N. Daniel St., Arlington 1, Virginia 





WLY @ 1960 


ZEISS MOVIKON l6mm, 12-64 fps, singleframe, 
backwind, variable shutter, reflex focusing, self- 
timer, rangefinder five-objective auxiliary view- 
finder, filters, fitted case, shoulderstock, 25mm 
sonnor, /amm sonar 180mm lessor, $325.00. 
KEN HOWELL, Powell R.S., Lolo, Montana 





WALL CAMERA PH 270 complete with galvanometer, 
amplifier, lenses, extra magazines and tripod 
Equipment like new. Priced for quick sale. VACU- 
MET ELECTRONICS CO., 425 Schiller St., Elizabeth, 
N.J 

MAGNASYNC 602-C 16mm recorder, $695.00. B & H 
sound projector with synchronous motor, $395.00. 
DON DUNN, 26246 Fairview Ave., Lomita, Califor- 
nia. Dav 6-4925. 





CINE SPECIAL 11 Ektar f1.4, $495.00; Kodak 16mm, 
38mm, 102mm lenses, $105.00 additional; B&H tripod, 
$75.00. CHROMOPTICS, 943 No. State, Chicago 10. 


BRIDGAMATIC TV reversal processor, temperature 
controlled stainless water jacket, recirculation, 
vari-speed drive, working as is, where is, $2,000.00. 
Box 1379, AMERICAN CINEMATOGRAPHER 








#285 SOF B&F projector, $385.00 Prestoseal 
'6mm_splicer, removable splicing blocks, $450.00 
Permafilm precessing machine, $1,000.00 Box 
1580, AMERICAN CINEMATOGRAPHER. 





FOR SALE SE! Photometer with case, $80.00. 
ALFRED NORBURY, 3659 Harrison, Kansas City, 
Missouri 


SAMENCO timelapse and light control MC-5E50, 
Bolex Solenoid mounting. new, $179; Bolex rackover, 


$20. CHROMOPTICS, 943 No. State, Chicago 10. 





MAIHAK MM6K Pilotone recorder, new Arriflex 
16mm, unused. GR 7-9830. R. E. Ma'thewson, 1162 
S. Highland, Los Angeles 9, Caliofrnia 








2 DEVRY 25mm projectors with sound equipment, 
$450.00. MACE'S TRADING POST, 100] McAllister 
St., San Francisco, Calif 





CINE Special Series T. Perfect. 1” lens. $400.00. 
Write Box 1250, AMERICAN CINEMATOGRAPHER. 








‘ellie cilia ili tl i, 


Here... 
on this page 
you'll find 


BARGAINS 
GALORE 


in 
New and Used Equipment 
of all kinds. 


A good place for YOU 
to sell, too! 


Rates Are Low! 


























For your old equipment be the host, 

We'll BUY, SELL OR SWAP 

And pay you the VERY TOP. 

WE GLADLY TAKE CONSIGNMENTS. 
SET YOUR OWN PRICE— 


SHIP IT IN 
OUR PERCENTAGE IS SMALL 
WIRE US—WUX New York, 
Phone PL 7-0440 
$.0.S. CINEMA SUPPLY CORPORATION 
Dept. fc Cable: SOSOUND 
602 W. 52nd Street New York 19, N. Y. 
Western Branch—6331 Hollywood Bivd. 
Hollywood, Calif., Phone HO 7-2124 





WANTED TO BUY FOR CASH 


16MM AND 35MM CAMERAS AND ACCESSORIES 
MITCHELL—BELL & HOWELL STANDARD AND 
EYEMO—ARRIFLEX—MAURER 
ALSO 
LABORATORY, EDITING AND LIGHTING EQUIPMENT 
CAMERA EQUIPMENT CO., INC. 
315 WEST 43RD STREET * NEW YORK 36, N. Y. 
CABLE—-CINEQUIP 





WHY SACRIFICE 
your production and struggle with old or used 
equipment when we can trade for cash or new 
equipment. Let us know what you have and what 
you need. 
THE CAMERA MART, INC. 
1845 Broadway.. Plaza 7-6977.. New York 23, N.Y. 





TRY F&B LAST 
FOR THE HIGHEST QUOTE ON 
USED MOVIE EQUIPMENT 
FLORMAN & BABB 
68 W. 45th ST., N. Y. 36, N. Y. 





Mitchell — Akeley — B & H — Wall — Eyemo 
Cameras — Lenses — Equipment 
NATIONAL CINE EQUIPMENT, INC. 

209 West 48th St. New York, N.Y. 





FILM producer seeking 16mm magnetic film re- 
corders, Magnasync or Stancil-Hoffman Must be in 
good condition. Box 1382, AMERICAN CINE- 
MATOGRAPHER. 





SERVICES AVAILABLE 





FAR EAST assignments in 16 and 35mm by American 
organization experienced throughout Asia and equip- 
ped for every phase of film and contact work. 
FARKAS FILM COMPANY, 424 Li Po Chun Building, 
Hong Kong 





ANIMATION PRODUCED IN JAPAN. U.S. quality 
throughout—lipsync, color, etc. The only studios in 
Japan using U.S. animation equipment (Oxberry). 
Low Japanese rates. INTERLINGUAL INTERNATIONAL 
INC., Harada Bidg., 2-1 Hirakawacho, Chiyoda-ku, 
Tokyo. 


YOUNG man, Mitchell and Arriflex camera experi 
ence, desires apprenticeship with leading Holly- 
wood cumerama:. Details on request. Box 138) 
AMERICAN CINEMATOGRAPHER. 





EMPLOYED camerman seeks relocation as assistant 
camerman, production assistant. Five years expe- 
rience Request resume. W. L. LANDREY, 2111 
19th St., NW., Washington 9, D.C. 


DUTCH FILM PRODUCER offers all possible help in 
Evrope. No a sg troubles, International trained 
technicians available. We solve all YOUR problems. 
Write or wire: WALTER DE VRIES, Lepelstratt 20-C 
AMSTERDAM, Holland. Telephone 57807. 





FILM ASSIGNMENTS New York, Boston area, Scenic, 
stock shots, industrial ACORN FILMS, 168 W. 46th 
St., N. Y. C. Judson 6-2272. 





WEST GERMANY, 16mm films, stéll or sound. FRITZ 
BRUNS, (20b} Goettingen, Brauweg, 12. 
Continued on Next Page 
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Classified Ads 


Centinuved From Preceding Page 





SERVICES AVAILABLE 





NWOOD DUNN ASC offers background of 28 
eo's * experience os specialist ¢ nematographer 
production companies for 
d assignments in fields of special 
photograpt effects 


cinematography, equipment de 

speciclized laboratory techniques. Current 

ssignment West Side Story N. Y. 1153 WN 

Highlond Ave.. Hollywood 38, Calif. Phone HOlly 
wn 208 

MOTION PICTURE CAMERAMAN now employed 

3 news and commercial footage. Seeks 

. 3110 hove “ otion picture comera, etc 

present m over five years. Box 1372, 


AMERICAN CINEMATOGRAPHER 





LABORATORY & SOUND 





ROCKY MOUNTAIN 16MM HEADQUARTERS 


6mm Black & White and Anscochrome—Processing 
Printing — Recording — Editing — 
Rental — Sales. All types of film in stock 
Write for Price List 
WESTERN CINE SERVICE, INC 
114 E. 8th Ave., Denver 3, Colorado. AMherst 6-306! 


SOUND RECORDING oat a reasonable cost. High 
Fidelity 16 or 35, Quality guoranteed. Complete 
studio and laboratory services. Color prin and 
lacquer cocting. ESCAR MOTION PICTURE SERVICE, 
NC., 7315 Carnegie Avenue, Cleveland 3, Ohio 
Phone ENdicott | -2707 





Trends 


Directors of photography, camera 
department heads, industrial and 
television film producers, film 
laboratory heads—these men and 
their assistants are cover-to-cover 
readers of American Cinematog- 
rapher because they wish to keep 
informed on motion picture pro- 
duction trends, new cinematog- 
raphic equipment, new _ tech- 
niques—which today, more than 


ever. is “must” news for them. 


When appearing next to this 
important “must” news, your 
advertising gains prestige and 
importance. A trial ad will 
convince you. 


AMERICAN CINEMATOGRAPHER 


{dvertising Department 


Movie Cameras Monitor Speedway Race; 


SPECIAL MOTION PICTURE cameras for 
the first time recorded the finish of the 
annual 500-mile auto race at the Indi- 
anapolis Motor Speedway May 30th 
to “provide additional assurance of ab- 
solute accuracy” in judging placements 
of cars which finish the grind. 

“The use of Bell & Howell high- 
speed camera equipment provided ad- 
ditional assurance of absolute accur- 
acy in case of a photo finish,” says 
Tony Hulman, Speedway president. 

The problem of “stopping” a race 
car moving at about 170 miles per hour 
was difficult to solve, according to Jerry 
Betts, Bell & Howell motion picture ex- 
pert. 

The 16mm cameras that did the job 
operated at 128 frames per second. 

“We used three cameras for record- 
ing the finish—one shooting. one ready 
to shoot, and one being loaded. They 
all were equipped with 400-foot mag- 
A.S.A. 500 
when exposed at 128 frames per sec- 
ond, The shutter speed was 1/1250th 


of a second, achieved through use of a 


azines of film rated at 


narrow 10-degree opening in the shut- 
ter. One-inch £/1.9 Bell & Howell Super 
Comat lenses covered an area of 30 
feet before and 20 feet after the finish 
line.” Hulman said. 

The film was processed within about 
15 minutes immediately after the end 








of the race in a darkroom direct) 
below the officials’ platform and giver 
to the judges. In this way race 
officials had an undisputable Pictur 
record of the exact order of finish 
within a matter of 8 hours instead of 
after two or three days of dise union 
between car owners. drivers and track 
officials. as has often been the case. 

In addition to the super-slow motioy 
cameras, Bell & Howell equipment was 
also used in an official function wher 
the yellow caution light was flashed wo 
signaling trouble on the two-and-a-half 
mile track. 

“It was extremely important for x 
to make certain all cars maintained 
their respective positions while rup. 
ning at reduced speed under the yel. 
low caution light. in case of a hazard. 
ous condition on the course while the 
race was in progress,” said Hulman, 

This is the first time official photog. 





raphers have been named for the clas. 
sic. For the first time officials had a 
concrete record on film of both the 
finish and any violations of rules to 
eliminate post-race controversy. They 
were especially impressed with the 
“psychological value” of the films ob- 


‘ 


tained with cameras during the “yellow 
light” intervals and believe such tec- 
ords will tend to reduce violations of 


the rule and also protests. ' 


-————- «ee 
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1782 No. Orange Dr., Hollywood 28, Calif. 






INDIANAPOLIS SPEEDWAY race driver Jim Rathman (standing, left) learns about high-speed movie ag 4 
one of severci—that monitored drivers during the auto race classic held Decoration Day oat Indianapolis, ne 
Others are Harland Fengler (center) race steward, and Eric Erionder (left, kneeling) and Jerry Betts, Be 
Howell camera technicians. 
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A NATIONAL INSTITUTION 
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| BIGGEST AND OLDEST AGENCY FOR 





= Sales And Distribution 
| EASTMAN PROFESSIONAL 
=| MOTION PICTURE FILMS 


Negatives Positives 


Color Black - And - White 





Fort Lee, Chicago, Hollywood, 
New Jersey illinois California 





| Prompt Service — Everywhere 








... call byron /motion pictures 
of course! 


COMPLETE LABORATORY AND STUDIO FACILITIES FOR PRODUCERS . . . UNDER ONE ROOF ..: 
IN ONE CONVENIENT LOCATION. Write, phone or wire for information and quotations on any and all 
producer and laboratory services. 


. 
~~ ¥ - . 
Dyron / motion pictures 
1226 Wisconsin Ave., N.W., Washington 7, D.C., FEderal 3-4000 1220 East Colonial Dr., Orlando, Florida, CHerry 1-416! 
Affiliated with MECCA FILM LABORATORIES CORPORATION, 630 Ninth Ave., New York City 








